






CHAPTEK ONE 
IN WHICH WE 
REVIEW THE TEAR 
IN EILA 



WHAT 
HAVE WE 
LEARNED 
FROM THE 
YEAR IN 
* F I L M ? ** 


W hat, no 7h»L- Leffxy review? 

Unfortunately, as we went to press Jostph 
Kosinski was sdS punaig the finishing 
muches to his film. Don\ worry: weTI be getting 

turning our attention to hroada issues. 

There are anv number of ways to slice 
and dice the year in film the best and 
wtvst, the winners and losers, the successes 
and failures. But as wc look ahead to 2011, 


what we take with us aren't the memories of 
individual films we've loved or hated but the 
lessons we’ve learned fitnn the year as a whole. 

It's been 12 months of frenzied activity, with 
almost 350 films plying theatrically fijr a week or 
more. Getting a read on it isn't easy, hut it's possible 
to see a defining texture that distinguishes this year 
from all the others. And ifaou^ the pmeral feeling is 
that 201 0 wasi'i a vintage year br film, the lessons 
we can take from it are fundamental nonetheless. 



F ood, oil, economics, war, justice, sustainability, ceicbrily 
and political ideology this was the year that the loose 
array of sodal activist documentaries in cinema began to feel 
like a concerted campaign. 

It’s never been easier for audiences to cut through the white 
noise of media chatter and gain an in-depth perspective tn the 
issues alfecting our lives. Released ftom the ghetto of late-night 
TV or news bulletin sound biles, these feature documentaries 
ctailribuied significantly to a global debate on the future 
direclitm of our world. 

'lliough the lilms in question arc scylistically disparate (from 
Michael Moore and Robert Kenner's use of attention-grabbing 
visuals in CapiiaMsm: A Love Story and Food, Inc. to the sialic 
camera of Collapse), they are united by a cununim purpose; 
to aHecl tangible change through film. 

But have they been successful? Though cinema can provide 
a focal point lor the eilbtis ofcampaigners, is it enough to raise 
awareness? The crises ofpoUution, obe^y and the economy are 
provii^ intractably stubborn. The wars inAfghanisian and Iraq 
are rebranded but ongoing. Will the sodal activist documentary 
lead us eventually to a tipping piini, or is cinema unable 
to a'nven knowledge into action? 


M onday January 12, 20U4, was the nadir of contemporary 
animation. Beset by failures and eclipsed by the upstart 
Pixar, Disney dosed its animation studio in Orlando, Florida. 
At that point, it had no traditionally animated features m its 
schedule beyond the already completed //oma on the Range. 

Six years later and the old argument about hand-drawn versus 
(IG has betas definitively laid to rest there is room for both 
in this brave new world ofanimaiion.iustso long as you’ve got 
the story to back it up. 

While Pixar returned for its annual summer hit with Tlpr 
.Sr<ny 3, and the monster Shrek franchise rediscoveied its mojo, 
what's notable d?out 2010 is the breadth of quality animation 
delivered to audiences. 

There was hand-drawn poetry Irom Sylvain Chomei and Hayao 
Miyazaki; olT-kilter stop-motion from Belgian newcomers 
Stephane Aubier andVinceni Paiar; independent 3D in the 
shigje c{ Battle for Terra; and, of course, the triumphant return 
of Disney’s nadilional animators under the guiding hand of 
John I.asseier with 77k I^ncess and the Prog. 

Though animation remains big business, [reducing some of 
the year's highest grossing films, in 2010 there was a renewed 
respect for the artistic diversity of the medium. In UK dnemas, 
animation is no longer ring-fenced as a family film genre, but 
one that can speak to a whole spectrum of sensibilities. 







E ven as ihe number of comic-buuk movies gets set to 
expand with Captain America, Orsen Lamem, X-Mm: 
First CJius and 7br arriving in 2011, the market as a whcde is 
imdagoir^ a re-orieniaiion. 

While blue-chip franchises like Iron Man continue to flourish, 
fatigue is sei ting in amongst audiences. As fanreaciions to early 
images livan Thor or casting news &^m frra.7T Latuem attest, 
familiarity is breeding conietun. 

But if the second-tier superttcru like^moli //exismtreuble.ihe 
bigger picture is less clear, Attempts to re-engineer the genre 
have met with limited success neither Matthew Vaughn^ 
Kkk-Ass or Edgar Wright's Scon Pilgrim vs. The VH>rld managed 
ID break out into the mainstream. At least the alternative 
comics scene, represented this year by Joan Sfarris (Saimbowg 
and, to a lesser degree, Tamara Dwvie, offered a more fluiifiil 
avenue for ccdlaboralion. 

The indication is that, creatively at least, the comic-book 
adaptation is entering a downturn. It's had a long run of 
success rince .l^^p-Afnn broke box office records at the start 
of the decad e , but in dnema years, the genre is reaching its 
paunchy middle age. Where it goes from here is uncertain. 


H ollywood has never understood videogames. The studios 
have made half-hearted attempts to crack their multi- 
billion dollar box office poieniial, but they’re yet to capture 
the visceral exdiemeni of gaming at its besL Prince of /teicj 
is the latest in a line of bloated blockbusters rooted in an old- 
fashioned vision of videt^ames, this one from 68-year-old 
director Mike NewelL 

But change is in the air. This year saw the emergence ofalong- 
gestoiing trend; die death of the videogame adaptation and the 
re-birth of the videogame movie as a unique aesthetic. 

Foreshadowed by the likes of iheWachowski brothers andTom 
Tykwer, a new generation of thirty-something directors reared 
on videogames has come into its own, producing films framed 
by the architecture of gaming its mutable logic, warped reality 
and dream-like possibilities but possessed of an independent 
dnemaiic identity. 

These filmmakers aren’t trying to mimic videogames; they’re 
simply immersed in them on an intuitive level. Whetho- 
[REC] 2% first-pasun perspective, Inception's levelling up or 
Scon Pilgrim's CT05s-pIaifr»m fantasy, this is a language that is 
understood instinclively by audiences. It’s the integraiiia) of 
two very diflereni an forms whose ereative convergence has 
only just begun to be explored. 
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H ow ma:^ films does il take uniil you’re officially enjoying 
a renaissance? For Romanian cinema, ii only four 
films and one Palme d’Or between Crisd Puiu’s The Death of 
Afr£/iz<jrfiscuin2005 and Criscian Mungiu’s 4 Months, iXHeks 
and 2 Days in 2007 before critics were talking of the country’s 
your^ generation of filmmakers as anew wave. 

What, then, should we make of the three Isradi films released 
in the UK this year? All of them played at (iannes and won 
awards on the international festival drcuil, including a (lOlden 
Uon aiVmice in2009 for Samuel Maoz'std>dni>R. All of them 
tackle themes of profound importance to centemporary Israel, 
from the ongoing impact of foreign wars to homosexuality and 
identity politics. All of them are, mtire to the point, very good 

So where is the talk of the Israeli new wave? Rtrh^s it's because 
the white heat of international attention needs the catalyst of an 
Oscar or Palme d’Or. But with the fihn media full of spurious 
trend stories, it still seems strange that this genuinely exciting 
moment in a country’s national dnema has passed largely 
unremarked. 

Whatever the reason, the fact remains that by turning its gaze 
inwards, Israeli dnema is developing a powerful and sell* 


E very year Forbes magazine publishes The CeUbrity 100, 
tanking the most powerliil people in media, spun and 
entertainmenu Since 2000, the number one spot has been 
occupied by an actor six times, Irom Tom Cruise (twdee), to 
Julia Roberts, Jennifer Aniston,Mel Gibson andAngdinaJolie. 

But those are starting to look like the good old days.Thoe are 
very few perennials in the high-powee world of the Hollywood 
‘A’ list Of the old guard, mlyjohrmy Depp and Sandra Bullock 
made the lop 10 this year, with Angelina Jolie in twelfth place. 
Ixunardo DiCapiio continues lu enjoy critical success wt'iking 
with great directors, but other big name stars suffered. Russell 
Cruwc, Mut Damon and Cirtiise himself all struggled to meet 
expecialiuns, while Md Gibson had a year to forget. 

As Hollywood^ version of the age of austerity kicks in, those fat 
salaries and back-end points are starting to look anachronistic. 
Yesterday’s stars are being challenged by a youn^r generation 
- a:tors like Miley Cyrus, Robert Pattinson, Kristen Stewart 
and Jcxrah Hill all of whom are in the process of proving their 
commercial viability in films that don’t requite a SlOO million 
budget to get them olT the ground. 
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T he future of cinema or cultural vandalism? The debate 
around 3D crystallised this year as the technolt^ 
embedded itself in the mainstream. 3D is no longer the 
preserve irf the big studio blockbuster this year, everything 
from dance movies to kids animations were boosted by an 
taura dimoision. 

The issue is uhere 3D goes from here. Right now, it’s in the 
same place as CCH in the years ailer Jurassic Birk, enjoying 
the first rush of giddy opportunity. 3D is being thrown at films 
simply because it there. 

'nte results haven't always been elTective in its current form, 
3D is as likely to detract Irom the clarity of the image as add 
an extra element, as both Alice in Kbndcrland and Clash of the 
Tuans proved. Indeed, Warner Brothers recently announced 
its deciaon to axe the 3D conversion process for Harry Psiier 
and the Deathly Hal/otcs. The challenge is for the ledmology to 
mature, to 6nd its pdace as an extra we^on in the filmmaker’s 
arsenal raihta- than an end in itself. 

So far, it's telling that the real champions of 3D have been 
the studio owners, who are always on the hunt for a new 
revenue stream. Unless it's embraced by the filmmakers 
themselves, it’ll only ever be a financial crutch rather than 
a creative statement. 



T hirty years after Sigourney Weaver’s Ripley heralded 
a false dawn for female empowerment, cinema has finally 
announced its emasculation proclamation. The Expendables, 
The A-Team, The Losers these films are a valediction, 
a eulogy to the era of male muscle. The modem action star 
has a new face. 

For a powerful indicator of this change look no further than 
.VaA. A role originally intended for Tom Cruise, it was handed 
to Angelina Jolie with minimal rewriting. Cruise himself was 
easily matched by co'Slar Cameron Diaz in Knight and Day, 
while (ihlue Morel/, and Zoc Saldana stole the show from the 
buys in Kkk-Ass and The Dtsers respectively 

But (he embodiment of this gender u^nsposal is Lisbeih 
Salander. As played by Noumi Rapacc, Salander is the brawn 
to Mikael Humkvist’s brains and a cultural icon in the making. 
Unlike Ripley, she’s uncompromisingly feminine and not just 
sexually active but aggressive. 

What prcsnpied this change? !^rhaps it’s because, afier seven 
years of war, it’s inpossiUe to believe that violence can be 
unteihcred from its miaal and physical consequences. Whereas 
the old male stars could shout first and ask questions never, 
the new breed of female invesligauirs, secret agents and 
superheroes oflers a more ambiguous interrogation of the 
cathartic power of dncmatic action. 



A flcr years in which (he high-concepu low-rent 
exploitation Iranchise typified by the Savr nwvies has 
dominated the genre, 2010 saw horror continue to move in 
inieresiing directions. 

This year, a number of films emerged that pushed ai the genres 
tiadiiiimal boundaries, whether by subverting the audience’s 
expeaations (as with Matt Reeves’ La Me In, a guiedy elTeaive 
re-imagining of Tomas Alfredson’s La The Right One In), 
or testing thdr limits (Tom Six’s The Human Centipede, which 
translormed hormr into performance an). 

The likes of HearUas, [REC] 2 and Mexico^ indie cannibal 
film 11% i^re VPhat \Xi Are may have brought new ideas to the 
table with varying degrees of success, but what they shared 
was a newfound ambition taid sense of adventure that has 
reinv^rated a tired genre. 

And though more iradidonal subgenres were represented 
by zombie movie The Horde and home-invasion chiller 
Cherry Tree Lane, both films came attached with a biting 
subtext on contemporary social ills. Finally, we’re getting some 
horror movies that moke you want to cover your eyss for all 



O n July 26, Ciulture Secretary Jeremy Hunt announced that 
(he UK Film Council was to be axed as part of a cost- 
cutting drive by the Department fur Culture, Media and ^•ort. 

Rir (he past decade, the film council has been one of the 
counny’s main sources of funding for British films, investing 
an annual budget of £15 million. It wasn’t always popular 
after news of the government's decision broke, there were as 
many filmmakers happy to celebrate its demise as there were 
mounting its departure but it creates further instability in 
the industry at a time when independent producers are already 
finding it dillicult to raise financing. 

The government premised that lottery funding will increase 
to cover the shortfall when the Film Council is phased out 
in 2012,yeiit isnow ainsidering cutting its own direct funding 
as part of the spending review 

This year saw its share of successfiil home-grown films from 
Sex €f Drugs & Rack & Rail to Rnir Lions, Cemttriytt, The 
Satudng Book for Boys and even Srreeidance 3D. Nevertheless, 
filmmakers and producers may come to look back on 2010 
as the begwning of the end of an era ® 
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Yes, I am a criminal, My crime is chal of 
curiosiiy. My crime is ihai of judging people 
by whai they say and chink, noc whai they 
look like. My crime is chat of ouismariing you, 
something that you will never forgive me for. 

1 am a hacker, and this is my manifeiio. 
You may stop this individual, but you can't 
stop us all. 

The Men tor. The Conscience oj a Hacker 


CHAPTER TUO 
IN WHICH WE 
INTRODUCE OUREELVEE 


LVTLies: 

Hli»t do you love about movies? 

Joseph Kofilnski: 

What <3o 1 love about movies? 

I don’t know, there’s 8OKethln0 
about the synchronisation of 
picture aBd nuslo that creates 
sooe other effect that la 
Indeecrlbsbla. I don’t know 
exactly what it la but somehow 
when you watch 'XIO'1 and see 
the claaaicol music and the spoce 
station iuJctoBosed to-rether, 
it’s Just... transportlve . 
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EL OF HAVANA CLUB IS 
CARED FOR IN CUBA BY 
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FOR GENERATIONS. 


THE LOVE IN EVERY SIP. 
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ever left to •ge 
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CREATIVE BRIEF 






^ * ELECTRONIC PAINT * j 


ISdfi: Legacy is a high-lech 3D ads’cnlurc set in a wneU unlike anything e\'cr captured on the big Kreen. As a salute to this digital 
wonderland and its debt to the pioneering 19S2 original this issue's Creathe Brief is all ^ut new age fun with a 


OUR CHALLENGE TO YOU IS TO CREATE 
A TRON: LEGACY MASTERPIECE IN 
MS PAINT. THAT’S RIGHT: THE ORIGINAL 
AND BEST ART APPLICATION FROM A TIME 
WHEN YOUR COMPUTER HAD AS MUCH 
PROCESSING POWER AS A BREEZEBLOCK. 



• • • • • DEADUNE FOR ENTRIES IS DECEMBER 10 • • • • • 





FREE nationwide 
preview screenings of... 


Animal 

Kingdom 

November 16 and 23 
8 cinemas across the UK 


Grolsch & Little White Lies Presents is a series of free-to-attend film 
screenings celebrating the values that make LWL/es and Grolsch 
unique, taste, artistry craftsmanship and originality We're showcasing 
the very best new films In eight venues around the country - in 
London. Birmingham, Brighton, Edinburgh, Glasgow. Lrverpool and 
Bath. You'll also receive a free Grolsch beer perfectly poured and 
served with some delicious Dutch Gouda cheese. 

To be In the running for free tickets, leg on to 
www.llttlevirhHelles.co.uk/grelschpretentt and sign up to the 
newsletter for regular updates on the latest screenlrtgs nationwide. 


On November 16 (Clapham, Liverpool, Birmingham, Glasgow) and 
November 23 (Edinburgh, Bath, Brighton, Curzon Soho) Grolsch & Little 
White Lies Presents Animal Kingdom. A brooding Melbourne-set crime 
thriller from filmmaker David Michod, Animal Kingdom won the prestigious 
Grand /ury Prize at this year's Sundance Film Festival Whenayoung man 
is drawn into the dutches of his extended criminal family he comes face 
to face with a desperate choice between loyalty and survival. Starring Guy 
Pearce in perhaps his finest performance to date as a cop fighting both 
the criminals and corruption in his own ranks, Animal Kingdom is a 
modern noir dassic arrd crime drama at Its most brea^takingly intense. 


GROSVENOR CINEMA 
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On December l<i nationwide, Grolsch 8. Little White Lies Presents The 
King's Speech. Winner of the Audience Award ert the Toronto Film 
Festival and a huge hit when it screened as the American Express 
Gala at the London Rim Festival, The King's Speech is rousing British 
cinema at its best. 

Featuring stellar performances from Cdin Firth as the stammering 
future Kmg George VI, Geoffrey Rush as the maverick Australian 
speech therapist charged with curing him, and Helena Bonham Carter 


as Queen Elizabeth, Tom Hooper's film is an affectionate, witty and 
uttimately moving account one of the most unusual relationshps in 
recent British htetory, A sure-fire frontrunner for next year's major 
awards The King’s Speech is not just the best British film of the yoar 
but the best British film for many years. 

Log on to wwwLltWewiWWIesxejiK/grolaehpresents and sign up to 
be In the running for e pair of free tickets. 


gg GROSVENOI CINEMA 
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CHAPTER THREE 
IN WHICH UE 
DtHC^UH^ THEAE^ OF 

UNConnoN interest 

INSPIRED BX OUR 
FEATURE FILA 



REWIRED SOCIETIES. REIMAGINED DATA. 
REBRANDED FUTURES. REASSEMBLED WORLDS. 




TRON: Legacy 




F rom blasted landscapes to flawless 
worlds. Joseph Koslnski is a builder of 
alternative realities. A graduate of the 
Columbia School of Architecture and a 
former aerospace engineering student 
he was given the tools to realise a purer 
vision of our lives, arto has eigslored it in 
short films, commercials and features. 
Working for production outfit Anonymous Content in LA, 
Kosinski made his mark blurring the boundaries between 
architecture, film and graphics. His work is a seamless 
combination of the virtual and the real, a kirto of photO' 
surrealism that quotes from the likes of Stanley Kubrick 
and Albert Einstein, 

For Apple's iSPEC spot in 2003. he digitally recreated 
the Colorado Lounge from The Shinng. Wito Mke, he 
erplored the concept of time dilation' in Les Jumelles for 
the brand's Art of Speed campaign. His work wth Halo and 
Gears of War has advanced the idea of the videogame as a 
cinematic medium, while his vision of a twenty-first-century 
Desert H20use led the influential RES magazine to declare 
the emergence of a Cinema Archrtectura'. 

These digital visions all share a studied minimalism, 
smooth, flowing lines arid the promise that technology will 
cure our existential Ills, But their ascetic design is offset 
by the speed, power and movement that burst free of the 
frame. From the light-speed of Hike's twins to the feline 
grace of Saab's Blackbird, Kosinski is a director who knows 
howto release the explosive energy of cinema. 

In hirxlsight, his commercial work looks like an extended 
audition for TRON: Legacy, as if this firstfeature is a culmination 
rattwthan a new beginning. Because Kosinski is a man on 
the brink of something big. His introduction to the world is 
the year's most anticipated film, and if the rumours are to be 
believed there's more, much more, on the horizoa Remakes 
of The Black Hole and Logan's Run. spec script Archange/s 
and his own original story Oblivion all have Kosinsk's name 
attached. Alongside the likes of Neill Blomkamp Ouncan Jones 
and Gareth Edwards, Kosinski Is ensuring that toe future of 


modern science-fiction looks very bright Indeed. But right 
now, his mind is fixed on toe gickjal behemoth that Is TRON. 
arto It was to talk about Ns debut feature that we caught up 
with the director in LA. 


LWLIas: What does It say about today's cinema that a guy 
with your unusual background has been chosen to direct a 
blockbuster like TRON: Legacy? 

KoatoakI; I think hopefully it shows you that if you've got the 
Idea and a vision for something, you've got a shot. It's not 
about being connected because I had no connections in the 
film business. I grew up in the Midwest so hopefully it will 
inspire people out there who want to be In the film business 
to just go out arte shoot something. That's how I got started 
- making spec films for rx> money Just making my own shorts, 
putting them out there and eventuaify getting noticed. And 
that's kind of what I did for tNs movie. I told Disney Let me 
make you a short piece, couple of minutes long, that'll show 
you what the movie looks arto feels like.' 

LWLIta: When did you first hear that the project was 
available? 

KealrtekI: Sean Bailey, toe producer, called me Infer a meeting 
arte said, Disney has tNs property TRON, theyve been trying 
to make It for 15 years, what would your approach be? He'd 
noticed a couple of commercials I had done In LAi I'd done a 
spot for Halo, for Gears of War Saab. I said, I'm not interested 
in remaking The Matroc. I want to mat® TRON. I want to go 
back and embrace that aesthetic, update the original film for 
2010. 1 don't want to make a film about the internet I want to 
set this film on a server that's b«n sitting in a secret place 
for 20 years and rf's been evolving on its own,' 

LWLIes: Have had any interference from toe studio? 
Koaintkl: No, I wouldn't say there was any interference. 
They've been amazingly supportve from the beginning and 
I think a large part of it was because I did that Initial test 






that gave them contidence. We showed it at Comic-Con two 
years ago. I did It with a small group of petals over a couple 
of months, I'm the only one they've ever talked to for this 
project so they let me do my thing. I made the promise that 
we were going to make a fether/son story Obviously on a 
movie this big the^re watching and giving their thoughts 
and notes along the way 

LWUet: Can you explain how your background in 
architecture and graphics has influenced y^ur visual 
aesthetic? 

Koslnskl: Well, architecture school was actually an 
interesting preparation for making films. Architecture 
scSiool teaches you to be seif-critical and to be able to 
take criticism well, which as a film director you're getting 
notes all the time.. But also to understand which rvites are 
good ones and which notes are bad ones. And how to keep 
your eye on making the movie you want to make, The other 
thing that my architecture school taught me was, rather 
than giving us T-sguares arvd graphite pencils to do our 
work, they gave us the same computers and software that 
Digital Domain uses to do visual effects So when I came 
out of architecture school I came out witii all these skills on 
the computer and I said. Why would I be an archrtKt when 
I can make my own movies?' 

LWUes; As an effects guy what did the original TRONmean 
to you? 

Koslnskl: I saw it on VMS In the mid '80s. I don't think 
I saw it in the theatre. It looked like nothing else out 
^ere - it was totally unique. Artd the design was so good. 
Even though the effects don't hold up now, the designs 
hold up because of the work of Syd Mead and Moebius, 
Everyone was trying to copy Star Wars at the time, but it 
didn't took tike Star Wars. It didn't look like ariything else. 
My hope is that TRON: Legacywill look as unique as the 
first one did. 


LWLies: Are you feeling under pressure? 

Kosinski: I'm always afraid. But that's how it is on these 
projects. Wb have to finish on time. There's no choice. 

LWLlee: How did you get Daft Punk involved? 

Kesineki: i met them for breakfast - pancakes aivj coffee 
one morning. I knew I wanted to meet them and talk to 
them about it. I didn't know what to expect. They were very 
intrigued by TRON because it's a huge influence on them 
In many ways. So it was two people who were iritrigued 
sitting down for breakfast. They were feeling me out as 
well. We talked about film and great scores, everything from 
Bernard Herrmann to John Carpenter And we talked about a 
desire to create a classic film score that was a combination 
of orchestral arxl electronic that felt very natural and 
integrated. That was three years ago. The^ve been working 
on this score as long as we've been working on this movie. 

LWLlee: How did you approach the 3D for the film? 
Kesineki: i wasn't Interested in being in your face. There 
are a couple of moments when stuff does come out of the 
screen but it's always motivated by a shot that makes 
sense. It we re looking down on a motorcycle and a guy flips 
off it, we'll use that opportunity to flip out of the screen 
end flip back into it But ger^eratty it's inside so it looks like 
you're looking through a window 

LWLies; How important was it to have original TRON director 
Steven Lisberger invoh/ed ir the sequel? 

Koeinski: I saw him as a vary Obi-Wan type presence. I was 
always interested to talk to him about what TRON meant to 
him thematicallv 

LWLlee: Could you have done it without him? 

Koeinski; You know, it's tough. To me, it felt right knowing 
he was there, ft was a good feeling. I'm glad he's Involved. It 
would be hard to imagine doing It without him ® 


IT’S THE NEW TECHNOLOGY THAT 
HAS HOLLYWOOD’S TOP STARS 
RUNNING SCARED, BUT WILL 
VIRTUAL ACTORS EVER TAKE 
THE PLACE OF THE REAL THING? 


ctore are cattte', Atfred Hiichcock 
once said. An inflammatory 
metaphor perhaps, but at the 
M V height of the studio system - when 
actors were treated like commodities to be 
bought traded and sold - these three words 
cut the film industry deep. In his own facetious 
way Hitch had a point 

h 2010. movie stars sit comfortably atop the 
celebrity food chairs with the likes of Will Smith 
and Johnny Depp taking home anything up 
to $80 million per film, and the biggest r^mes 
frequently peculating rich lists and power charts 
Since the 1980s we've witnessed the rise of the 
brand acton dominated by a select few who are 
able to generate vast personal fortunes through 
an extensive network of muttimedie contracts At 
a tme v^en the global economy is in a fragile 
state of recovery however could this breed be 
about to see its supremacy wane? 


When Disney announced it was plugging 
back into the TRON mainframe in 2005. many 
asked whether Jeff Bridges would be reprisir^ 
his role as ENCOM CEO Kevin Flynn and his 
digital alter ego, Clu. To the collective joy of 
TRON fans everywhere, the answer was yes. 
but this raised an Issue: Clu. being a synthetic 
projection in a virtual world, would not have 
aged physically How then do you take The 
Dude back to 1982? Make-up or some degree 
of digital restoration would do the trick to an 
extent But the makers of TROfi Legacy opted 
for something a little more radical. 


Bridges appears as a digrtaliy rendered version 
of his younger seifi captured by VFX company 
Digital Domain and leading special effects 
supervisor Eric Barba, who previously took ^ 
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Brad Rtt through the seasons In The Curious 
Case of Sen/amm Sutton. "In creating a digital 
Jeff, we first had to tal« a life cast" explains 
Barba. "We got Jeff into our Nova contour 
rig. much like we did on Benjamin Sutton, 
and we were able to do a library of face shapes 


"It's actually pretty complicated," he continues 
'There's a rig made, and that rig is driven by 
an animator: wth everything referencing back 
to the library of ^apes that came off Jeff sface. 
Vh put a four-camera head-rig [on Jeff] during 
principle production so he could step in and 
do the lines, walk out of scene, and then we 
would get an animator in, who was watching off- 
screen. who we would shoot the actual scer>e 
with. Ortce we had the four-camera selects, we 
would pick up the data and those points would 
be tracked by a corryjuter, " 

To all intents and purposes, the Jeff 
Bridges in TBON. Legacy is not Jeff Bridges 
As Barba reveals however. Bridges' presence 
In the early production stages was essential 
for the animation team. ‘Because the tracking 


points live in 3D space, we had to appi/ them 
to an algorithm we wrote that we could then 
compare to the archive of facial shapes But 
the algorithm, as sophisticated as it is, doesnt 
know the difference between, say a happy smile 
or a sad smile or a surly smile. So we had to 
look at Jeff and just make those adjustments. 
The nuances in human expressions are so fine, 
the little things that s«u see, and the computer 
may say, 'Well this is what the shapes did', but it 
may not come across quite the same. You have 
to manuaHy tweak it And you keep tweakir^ 
it until it feels yusf right," 

Although the intricacies of this complex 
motion capture process might not seem entirely 
novel in contemporary VFX terms. Digital 
Domain is way ahead in chartirg the virtual 
actor frontier And, as Barba suggests. TBON: 
Legacy will be looked back on as the first ray 
of a new dawn. "After working on Beniamin 
Button people asked me if what we did with 
Brad Pitt would open up new avenues, I think 
TfiON. Legacy is the first rea/ step forward in 
that sense. Much like the first dinosaur we 
saw walk in Jurassic Park, we're breakit^g new 
ground now’ He continues: "It's still an Incredibly 
difficult process, particularty In terms of getting 


the persona of the character right Its still in 
the artsan stage. Its not In the push-button 
stage yet " 

No one can yet predict how far this 
Innovative digital art form can be taken. How 
close are we to being able to replicate real life 
actors usir^ CGI? Could we ever get to the stage 
where virtual actors could replace humans? 
Could ^ two even become indistinguishable? 
Perhaps not entirely suggests Paul Franklm, 
visual effects supervisor on Inception. 


'You can use digital effects to make creatures 
or whole characters, like in Avatar, but they 
are driven by a real performance underneath.' 
he says. "Thera will always be a role for 
acttxs inside that somewhere - whether 
they are in a motion capture rig or whatever 
- and audiences will elways respotvl to real 
human emotion, So whether you're filming an 
actor directly or Interpreting them through 
computer graphics, there's always got to be 
that emotional core. Computers will never, 
or at least rtot for a very long time, be able 
to spontaneously generate that.' 





In the case of the 7770W franchise, however, 
Disney now has an entire catalogue of digital 
shapes irKtividuaiy assigned to Jeff Bridges’ 
facial expressions. If additional instalments 
are greenlit. could the real Bridges potentially 
be rendered superfluous? "I think that's the 
actor's fear." says Barba, "but I'll be the first 
one to say 'I r«ed Jeff.' Jeff makes Jeff Jeff'. 
Jeff does things no one else does; you can't 
have an animator doirrg that. It wont come 
across as Jeff. Without the guidance of Jeffs 
performance, it wouldn't look like Jeff as soon 
as he moves. Jeff moves his face in a particular 
way If someone else moves his face, it instarrtly 
stops being Jeff." 

At present the technology relies on a 
physical template, but as animators become 
more adept at replicating actors' expressions 
and gestures, there may be nothing stopping 
future generabons of filmmakers adding entire 
chapters to familiar stories without en actor 
inputting information beforehand, "There's a 
whole generation of filmmakers coming through 
who are completely at ease with this kind of 
work; guys who have grown up in a world of 
computers and videogames, " explains Franklin. 
"They don’t see it as a threat they just see it as 
another part of the filmmaking process.' 

As Hollywood contnues to eat itself remakes 
and remasferings are par for the course for 
studios looking for an extra buck, But what if 
a studio decides rt wants to regenerate public 
iitterest in a franchise whose star attraction is 
now ui^iAilable - be it through death or illness 
• or simply unsuitable for the part because of 
age? While MGM looks Irvcreasingly unlikely to 
be able to meet Daniel Craig's asking price, thus 
beginning the search for the next Bond, vhy not 
turntotechrwiogyand restore a younger, fuller- 
haired Sean Connery to the role? Cine-purists 
might shudder at the thought but if a digi-Bond 
was cjffered at a fraction of the cost of the real 
thing, you can bet certain studio executives 
would at the very least toy with the idea. 

With an estimated budget of $150 million 
Cstarvjard tare for a modern blockbuster), the 
animators on 777CW.' Legacy had the financial 
means to realise this new blueprint for the 
virtual actor. But what happens when the 
formula becomes more affordable? “Computers 


are gettir^ cheaper and more powerful all the 
time, so you've got a straightforward irxrrease 
in horsepower behind what you can do for the 
same price," says Franklin. "This time next 
year 1 could do certain things on Inception 
for a reduced price, which then increases the 
scope for what the filmmaker can do." 

As the creative process gets cheaper, the 
possibilities skyrocket. But how might this 
impact the future of conventional acting? In 
this post-Brando age. where few working 
screen actors can claim to be true pioneers 
of th^r craft, does the digital medium simply 
represent the next step? Barba believes so. 
*1 love humans. I love actors, But I think there's 

■WITH TODAY'S 
TECHNOLOGY, 
THERE’S NO 
REASON YOU 
COULDN'T BRING 
BACK SOME 
OF THE GREAT 
NAMES." 


a place for this technique when you have to 
bring someone back or de-age them or tell a 
story you couldn't ordinarily tell. It might only 
be an interpretation with today's technology 
as it is. but there's r>o reason why you couldn't 
bring back some of the great names some day' 
Regardless of when the techrwiogy 
arrives however; are audiences ready to 
embrace digital reincarnations of screen 
icons? The success of Avatar and Benjamin 
Biitton suggests so, but if computer- 
generated actors are ever to compete with 
the real thing, animators like Barba must first 
overcome a number of obstacles, namely an 
anthropomorphic phenomenon known as the 
'uncanny valley', 


Coined by Japanese roboticist Masahiro 
Mori, this term denotes the point at wrtiich 
the level of verisimilitude achieved by robots 
end other facsimiles of humans causes a 
negative emotional response from the human 
observer. In Mori's proposed graph, the 
positivity of human reaction plotted against 
the anthropomorphism of robots hits a dip - or 
valley' - at the point of 'almost human' realism. 
Put simply the more realistic a robot appears, 
the more likely we are to find it unsettling. 
Every virtual performance is relative to the 
sk3l and artistry of the individual animator but 
the more frequently well-recognised actors 
are copied or digitally resurrected, the higher 
the likelihood of imperfections, no matto’ how 
discreet, being amplified becomes. 


As Barba admits, the greatest challenge 
facing his trade is finding a way to tnck the 
human mind. "From the day we come out of 
the womb, we see other human faces Vlftnether 
it's a baby in Africa or Indonesia or the United 
States, the expressions a human face makes, 
regardless of language or culture, are inherent 
to our species. A smile is a smile. We learn to 
read these nuances instantly - we don't even 
think about it. The same thing applies witti a 
CG head - you read it instantly And when it's 
not right, you know it's not right »t comes down 
to an infinite amount of subtleties, whether 
you hit enough of them so that the audience 
instantly buys the performance. When you naH 
it. its magic. When you miss it, you're back In 
the valley" 

For now this phenomerxsn poses the 
single greatest threat to the devek^ment 
of virtual acting. But the current rate of 
techrxjlogical progress may well dictate a 
sh'rft in attitudes. As a concept, urtual acting 
is still very much in its irrfancy but this 
is a science, not a gimmick, tt may be hard 
to imagine a time when flesh-and-blood stars 
have become completely outmoded, but et $80 
million a pop, it's no wonder Hollywood is so 
keen to nurture the growth of the virtual actor, 
Or\e thirig Is for certain: the game is changing. 
The revolution sequence has been initiated ® 





WHEN TRON CREATED A VISION OF AN INTERACTIVE COMPUTER LANDSCAPE. IT 
JOINED A TRADITION OF FILMS THAT HAVE INFLUENCED, DEFINED AND EVEN 
DETERMINED THE LOOK AND FEEL OF OUR FUTURE WORLD. FROM THE RETRO- 
MODERNISM OF METROPOLIS TO THE UTOPIAN VISIONS OF DIGITAL FESTIVAL 
ONEDOTZERO, WE CONSIDER WHAT CINEMA CAN TEACH US ABOUT THE FUTURE. 


FUTURE 



ou're standing In tha centre of an open plan room, on the 
105th floor of a Google-inspired skyscraper created using 
only the finest eco-friendly materials 

fb your left, pure white panelling hides a series of 
invtsiWe touch screen appliances, ready to control every 
facet of the io«tl To your right, a long curving wall of glass provides 
stunning views of the metropolis below your feet And in front of you, 
a mnlmalist interior is complemented by EercAarnio-styfed furnishings. 
You're standing in the apartment of the future - 1Tie future that 
cinema has promised us. 


But it wasn't always like this. While undoubtedly influential, early 
science-fiction films like Fritz Lang's 1927 Metropolis were clunky and 
crude in their depicticns of future worlds. They might have conjured 
up fantastical images, but they were still very much attached to their 
industrial rootsi teeming with brutal pistons, flickering steam dials 
bubblirig test tubes and arcs of electricity. 

By 1939. the New York World's Fair might have promised the 
World of Tomorrow', predicting wonders that the American public 
would see in the decades to come, but In reality, that world was 
light-years away. £7 




Ironically; it was not an American event that precipitated 
the beginning of a new era, but rather a Soviet one, when 
on October A, 1357, the USSR launched the ^utnik 1 
sateflite, ignitir>g the space race with the US. 

Sure enough, the American public's fascination 
with techrvilogy intensified with every satellite - and 
later astronaut - shot into space. Steven Heller; design 
aficionado for The New York Times, aptly stated that this 
period saw a longing for the future and a rejection of the 
past'. Architects and designers embraced Space-Age style 
as the currericy of fashionable design’, accordir>g to Sixties 
Design author Phillip Garner 


In film, one movie stood outabove all others, vividly capturir>g 
America's extreme fascination with the Space Age: Stanley 
Kubrick's 19B8 science-fiction masterpiece 2001: A Space 
Odyssey. The use of antiseptic white lines and stark set 
design, not to mention Olivier Mourgue's plump red Djinn 
chairs, came to encapsulate everything the period - and 
the future - embodied; a bdid new world in which science- 
fiction was being transformed into science-fact. 

But the mood would only last as long as the allure 
of the space race itself, and by the late '708 fascination 
had turned to disinterest and outright scepticism Soon 
enough, what had once been the immediate future of the 
19G0s had rapidly become the immediate past. Science- 
fiction became darker more corrupt, represented most 
explicftty by Ridley Scott's 1982 Blade Runner, with its 
squalid streets and run-down architecture. This was a 
world in which technologys promises of a better future 
had been systematically broken. 

Yet strangely cinema's vision of the future since the late 
1970s has barely altered, caught between dark dystopia 
and ascetic minimaliam. Somehow, we seem to have lost 
the ability to articulate what the future means to us in the 
twenty-first century 

"I think in some respects we do struggle to define 
a purely new vision of the future without using the 
same iconic interiors that Kubrick presented in 2001," 
suggests Shane Walter, co-founder and creatve director 
of vskxiary digital festival orredotzero. 'I mean, in some ways. 
Svd Mead, the concept artist on TROH created something 
whcfly original, vrhich as a film is perhaps just as much an 
icon as 2001 but that was influential from more of a tech 
arxl games point of view In truth, most films of the future 


"WHEN WE LOOK 
AT THE FUTURE. 

IT HAS NOW 
BECOME A BLEAK 
PLACE RATHER 
THAN ONE OF 
GREAT HOPE." 

really take on a combination of both these two aesthetic 
visions, albeit with some tweaking and degrading at times." 

The sort of experiences that Walter hopes to bring 
to the onedotzero festival in Novemberoffer a more positive 
image of the future than we’ve become used to, with 
an emphasis on exploration and utopian visions. "My aim 
is to distil a serous spirit of piositivrty because I feel when 
we look at the future, it has now become a bleak place 
rather than one of great hope," he says. 


With Its citystates strand (a series of filmic responses to 
urban environments and fast^aced city living, from quirky 
personal insights to shared global experiences) and the 
experimental wow + flutter. Whiter hopes to restore 'a sense 
of adventure and hope about our shared world. There's an 
emphasis on convergence and collaboration - in the work, 
the programme and, ideally the audience. In some ways the 
festival is quite a Bauhaus ideal, " he adds. "Philosophically, 
the Bauhaus school was built on the idea that design did 
not merely reflect societyi it could actually help to improve 
it, And that's what we're aiming for,' 

Walter wants to rediscov^ the days when science-fiction 
symbolised a more harmonious and promising time. "Back 
then I was enthralled by what ^e future would be like - it 
was an exciting destination where untold new gadgets and 
devices would make it both easier and more fantastical. It 
was a very exciting and perhaps optimistic vision: flying cars, 
space and time travel. Right now our worldview of the future 
Is so pessimistic. I think it's utal to Inject some positive 
thinking about our collective future ' @ 
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ew films cams to embody the neon futurism of 
the 1980s like TRON. yet for tSrector Steven 
Llsberger it's a movie rooted in the psychedelic 
movement of the 1960s in which he grew up. 
An only child whoso parents died when he was 
young, LIsberger admits to having spent his 
formative v«9rs "more committed to the fantasy 
worfd than to reality' By the time he went to art 
school his experiments with LSO had turned his 
fascination with animation into a spiritual calling, 
a quest to visually represent the endless inner 
dimensions that he and his frienrte had spent so 
many twilight hours exploring. 

Hunt down his Cosmic Cartoon from 1973 on 
YouTube and you'll find a 10-minute animated 
haducination in which cities altematdy melt 
and are reborn from stars, cosrric children soar 
through unformed spai» and a naked woman 
pulses with light as she dances on a shimmering 
ocean shore. There's no dialogue. Just a 
psychotropic synth soundtrack and as the final 
image fragments Into a series of kaleidoscopicallY 
rotating celts, a single word in the lower screen 
sen/ea as a lone closing credit Boston'. 

'I think a huge part of what made Usberger 
Studios soexperimental was that it wasn't started 
in LA," explains the director. The fact that we were 
outsiders meant that we were crazy and nelve 
enough to follow Ideas that would have been 
shot down in a Hollywood environment It was 
great being somewhere we didn't have to conform 
to industry expectations, and where we could 
pursue whatever was in our heads and think it 
was brilliant even when it wasn't’ 

LIsberger spent the studio's early years 
experimenting with the backlighting animation 
techniques pioneered by Robert Abel and 
Associates In the psychedelic Levi's artd ^ 

® oai 



BACK THEN, MOST YOUNG ANIMATORS 
SAW DISNEY AS SOMETHING OF A 
DINOSAUR, MYSELF INCLUDED.” 



7Up commercials of the 19708. Soon he had 
a 30-3econd clip of hie own, set to a cataclysmic 
backdrop of pulsing synths and wailing guitars, in 
which geometric lasers give birth to an electronic 
giant - nicknamed TRON' - who fires two glowing 
discs into the surrounding stars. The clip 
eventually ran as Lisberger Studios' ident in their 
first maior commission: a pair of animated features 
centring on a summer and winter animal Olympics 
to coincide with the 1980 Moscow games. 

Only the winter instalment of the Animalympics 
ended up being aired - a result of the US boycott 
of the Games following the Soviet Invasion of 
Afghanistan - but it was a result 
that had little bearing on Lisbarger's 
state of mind. Animafynpics had 
been money work, and he'd been 
channelling the profits into the 
protect that had most captured his 
imagination: a feature-length film 
set in TRON's digital world, and 
utilising the backlighting animation 
practices he'd spent every spare 
hour getting to ghps with. 

By now a new element had come 
to bear on the project The late '706 
saw videogaming culture exert a 
powerful grip across America, end 
Lisberger had become obsessed 
by both the games themselves and 
the weightless electronic worlds in which they 
took place. He looked beyond circuit boards and 
Ngh scores, seeing in Pong a gladiatorial contest 
timeless in its purity, and. in formative notions 
of cyberspace, a brave new world without borders. 
He knew he would need help understanding 
this world if he wanted to use it as a backdrop 
for his movie, so he went to speak to the 
programmers themsdves 

"Meeting those guys shaped the film in ways 
I couldn't have predicted. It was an exciting time 
for prograrrmers. but also one of great frustration. 
Y}u had people like Alan Kay pior^eering designs 
for things bke the Dynabook. which was 
essentially the first laptop, yet they were being 


head of D'rsney Studios. I said. Go ahead, give him 
a ring'. What did we heve to lose?” 

Kushner couldn't possibly have ei^ected 
Tom Wlhite to personally pick up the pf^one, let 
alone to display an immediate enthusiasm for the 
project and encourage the pair to come in and 
discuss it but that's exactly what happened. 
Wilhite knew that Disneys only hope of esc^lng 
its current dilemma lay in a calculated risk of the 
sort presented by TRON, so he had Lisberger 
run a test shoot to prove that his visual theories 
would work in practice. For this, the director called 
in Sam Schatz, then US Frisbee champion, and 
filmed him blasting down a couple 
of actors In robot suits left over from 
Disney's The Black Hole, released 
that same year. 

The shoot was a success: 
by backlighting cells individually. 
Lisberger was able to lend a 
shimmering strangeness in keeping 
with the digtal world described in 
his script. The executives at Disney 
were sufficiently impressed to give 
TRON the green light at which point 
the only thing louder than Lisberger 
Studios' celebratioris were the howls 
of dismay from tradtional animators 
on the Disney lot - concerns that 
would prove to be founded on more 
then just B fear of the unknown. 

Foiiowing the go-ahead from Disney. 
U^erger set about assembling a cast and 
crew capable of realising his vision. Foremost 
in fas mind was ensuring a suitably vivid look 
and feel to the digital world, a job he passed 
on to two notable artists: Jean Moebius' Giraud. 
the Parisian Illustrator who designed TJtOWs 
costumes and storyboarded much of the filrra and 
Syd Mead, whose background in futurist vehide 
and architectural design had segued into the film 
industry that same year when he cut his teeUi 
designing the spinners and sprawling interiors for 
Blade Runner. TRON. however, posed a completefy 
drfferent Set of problems. 


denounced as crackpots and having their funding 
cut by companies like Xerox because the bosses 
were afraid of the impUcatlons. The commitment of 
these guys to something so completeV unformed 
was a huge source of inspiration for me. and I saw 
them all as heroes ' 

Throu^ meetings with the likes of Kay, 
Lisberger began refining the script of TRON to 
better reflect the evolution of cyberspace 
its implicaticxns for mankind - from the tyrannical 
comparty sw^lowing up the designs of bedroom 
programmers ENCOM was loosely based on 
IBM), to fears of a mainframe powerful enough to 


threaten the men that made it. But the more time 
and money Lisberger poured into researching the 
techniques necessary to bring the film to life, the 
clearer it became that he'd need help in doing so. 
He could never have guessed where that help 
would ultimately come from. 

'it's important to remember that back then 
Disney wasn't the powerhouse it is today. The 
only films they were putting out were the Herbie 
movies, and most young animators saw the 
company as something of a dinosaur, myself 
induded. But we desperately needed financial 
support for bie project, so when my business 
partner Donald Kushner phoned one morrang to 
tell me that a 29-year-old had just been made 




"I READ THE WHOLE THING OVER 
AND SAID, 'YOU KNOW, IT'S KINDA LIKE 
STAR WARS AND I'M SPARTACUS," 


Td nsver se«n a computer at this point,' says 
Mead. ‘I spent a long time going over the script 
before I realised that everything was taking place 
behind a screen, and the various entities in this 
world were just packets of electronic information 
that had no weight Once I grasped that the whole 
thing came together pretty quickly, and the fact 
that we were working in 3D meant that I was able 
to make the most of that weightlessness - with 
Sark’s carriec for example, which has a floating 
conning tower on or« side that isnt technically 
attached to anything," 

Mead quickly completed designs for the 
carrier the menacing Master Control 
Program and the iconic light cycles. 

Lisberger used blown up versions 
of the pictures to plaster the walls 
of the office in which he began the 
laborious process of casting TRON 
And it was here that he encountered 
his first real problem. 

'It was a complete nightmare, " he 
recalls. *No one wanted to be in a 
Disney production - it was basically 
considered the last stop before 
retirement We'd tell people it was a 
Disney film about a guy that gets 
sucked into a computer and the next 
thing we’d hear was the dialling tone. 

Vthich made It all the more amazing 
when Jeff tSndges] read the script, showed up at 
the office and said he really wanted to do it I told 
bam straightawav that I was thrilled to have him 

After Bridges, the rest of the cast slowly fell 
into place. The part of IRON and his real-woiki 
user Alan beamed after programmer Alan Kay) was 
filed by Bruce Boxleitner. best known for his work 
in westerns Boideitner was 'timing I Married Wyatt 
Earp at the fame. and. as he describes it. read 
the script 'hteratly sitting on s horse In Tucson. 
Arizona', wincing at the incomprehensibility of it 
all. T could not make sense of It," he admKs. "I had 
it in the saddle bag and I'd take it out in between 
takes and I was reading this thing - TRON. RAM. 


ROM. a bit What is a bit? The onfy bit I had was 
in the horse’s mouth, 

‘I got back to the hotel room that night 
and I called my agent In LA and I said. I can’t 
understand the damn thing. Let s pass on this’ 
He said, "ibu gotta be kidding me. Jeff Bridges 
Is on hoard,’ I said. What? ’Jeff Bridges.' I read 
the whole thing over again. I said. You know it’s 
kinda like Star Wars and I'm Spartacus.’ This was 
somettiing 1 could relate it to. And then I got back 
to LA and I met with Steven Lisberger and I was 
no longer reluctant," Lured to Lisberger’s office 
for a second round of talks, Boxleitner was fnaUy 



won over by the sight of so many otherworldly Syd 
Mead creations tacked to the walls. 

Other principal actors were easier to persuader 
David Warner filled the role of Sark and mariacal 
ENCOM chairman Dillinger after Peter OToole 
dropped out [he'd been disappointed to learn 
that there’d be no life-size mock-ups of tanks 
and recognisers on set); Barnard Hughes signed 
up to play the digital statesman Dumont despite 
having never seen a computer and Cindy Morgan 
pounced on the role of Uri that countless other 
women {Debbie Hsrry included) had refused to 
even consider. 

'ibt ei«n the most enthusiastic cast members 
found themselves reeling from the unreality of the 


filrring process, which was as complicated as it 
was physiceliy and emotionally draining. There 
was the legendary discomfort of the costumes: 
from the cumbersome helmets (hair couldn't 
be mapped against CQI backgrounds! to the 
constrictive 'dance belts', an uncomfortable cross 
between a jockstrap and a G-string that became 
a source of much gallows banter for Bridges 
Bioxleitner between takes. 

A greater problem concerned the sets 
themselves. Soundstages were clad entirely in 
black fabric, with crosses of white tape marking 
out points towards which actors were ei^ected 
to run while Lisberger shouted 
descriptions of the enemy v^icles 
gaining on them from behind On top 
of that, the limited depth of field of 
the 65mm cameras meant that any 
scene demanding cast members 
stand more than a few feet away 
from each other resulted in them 
being shot separately and the'ir 
images composed together at a 
later stage. It was an isolating and 
depressing environment in which to 
make a movie, but one that Lisberger 
insists eventually brought out the 
best in the actors involved. 

"The whole experience ended 
up being almost Shakespearean. 
The black sets were utterly immersive, the actors 
were lit up by theatrical spotligMs and weanng 
these brilliant suits with a mythical, toga-like 
quality, and they were speaking this bizarre 
dialogue that could as easily have been set in 
the distant past as the far future. And they were 
forced to rely entirely on their imajnation. wh'ich 
I think awakened their basic thesplan instincts 
and made them tap into their characters to an 
unprecedented degree." 

If there was one real problem among the cast 
then it was a fundamental lack of familiarity 
with the subject matter Few had ever seen a 
computer let alone taken time to ruminate on 
the philosophical implications underpinning ^ 




the idee of cyberspace. The oniy real frarne of 
reference was with videogames, and to help bridge 
the gap between cast and concept. Lisberger 
peppered the set with arcade machines and 
urged actors to play ^em between tahes. hopeful 
that they might subconacrousiy absorb some of 
the pixelated principles of the digital arena. His 
favourite was the Atari classic Battlezone - it was 
easy to associate its vector-lined Iriliing field with 
the planar landscapes of TTTOAi - and it wasn't 
long before Bridges was dominating the high 
score board, in the process edging ever closer to 
the character of Flynn, 

'Jeff comes across 38 this taidback surfer dude 
from Malibu, but he's actually a very competitIvB 
guy and pretty soon he was kicking werybod/s 
butt on that game.' recalls Lisberger. "He and I 
developed a pretty serious rrvalry on the Battlezone 
field. After shooting was over I found rryself in 
postprodixtion for another six or seven months, 
and eventually I ended up smashing his high score. 
But try that pcint it was a bit of a hollow victory" 

For all the slings and arrows of the filming 
process, it was in postproduction that TffDN truly 
became the monster that nearly brought down its 
maker, and an appropriately large part of that was 
due to computers. 


The reliance of the film on embryonic CGI 
processes was what had caused so many 
traditional animators at Disney to view the project 
as a cinematic equivalent of dabbling in the 
occult - the movie irxiuded around 20 minutes of 
entirely computer-rendered effects, unheard of at 
the time. Yet Lisberger had enrolled the services 
of the best minds in the industry across a handful 
of pioneering graphics companies, indudlng 
Richard Taylor of Triple-I. who had helped create 
the psycheddic 7Up ads that served as an early 
inspiration for TRON. 

But thou^ tho minds were willing, the 
mainframes remained relatively weak: designs had 
to be built around the timitstiora of the corrputers 
themselves, and that was as true of the legendary 
light cycle scene as any other 

'Bear In mind that computers didnt have 
BSzler curves to work with in those days.' says 
Syd Mead, referring to the infinitely scalaUe 
smooth curves of modern vector grapNcs. 'I had 
to simplify my original designs for the light cycles 
which had riders in lobster -style suits, the helmets 
of which became windshields when they leaned 
forward astride the machine, I remember another 
meeting where Steven was tearing his hair out 
because we couldn't possibly animate smooth. 


curved turns on the game grid. And I reminded 
him that these bikes had no weight - they were 
bundles of electronic irrformetlon displayed on the 
back of a glass screen - so why couldn't they 
just make right-angled turns instantaneously? 
It's a good example of 77?OAi looking the way It did 
because that was literally the bleeding-edge limit 
of what we could do visually" 

Nor was there any means of animating CGI at 
the time: every frame had to be rendered in three 
dimensions and then the individual images run 
alongside each other to simulate movement. Add 
to this the phenomenal rendering times and the 
tendency of the computers tP crash midway 
through the job, and it's not herd to understand 
how the whole CGI experience began to build 
up like an electronic tidal wave threatenir>g 
to flood the project. 

*As a learning curve It was like nothng we'd 
ever known." says Lisberger "We never knew what 
things were going to look like, or how they were 
going to move, and wa had to commit to them all in 
advance - there was no instantaneous feecfoack 
like there is today. And it got to the point wh^ 
concessions had to be made. The Bt. for ex^ple. 
was supposed to go through the whole film as 
Jeffs sidekick, and I suppose because he was 






"TRON WAS A LONELY JOURNEY FOR 
ME AT THE TIME. BUT IT SEEMS FINALLY 
TO BE MAKING SENSE." 


ths smallest ha was the easiest to lose. We 
realised at a certain point that we'd bitten off a 
hell of a lot and that sacrifices would have to be 
nade If we were going to get this dora in time.' 

If anything, however it was the painted 
animation and not the computer programming 
that most threatened to overwhelm TRON in 
postproduction. The ambitious backlighting 
technigues meant that every black-and-white 
cell of the 75 minutes of cyberspace footage 
had to be blown up as a l^r-lnch kodallth (a type 
of photographic printing paper), then fed into 
rotoscope machines that projected the Image 
onto high-contrast film with opaque areas that 
light couldn't pass through - a single frame could 
use up to 35 such layers for complex shots from 
faces and lasers to flashing lights on suits. 
These were bien painted and backlit indivldualty. 
essentially turning the live action footage of TRON 
into an animated movie, a process that was more 
complex and time-consuming than anyone could 
have antidpeted. 

The sc^ of the problem became obvious 
soon after timing completed. In October 1981, 
Lisberger presented two minutes of finished 
footage to a gathering of financial backers in Las 
^as The dip greatly pleased the assembled 
suits but Lusberger's relief veiled a mounting 
sense of dread: those two minutes had onfy just 
been scraped together during the three months 
since principal photography had ended, and on 
his calciiations they'd need another 60 or 70 
months to complete the movie at the rate they 
were working 

Initial panic led to some desperate suggestions 
- at one point Lisbeiger considered asking local 
college students to paint remaining cells for extra 
credit - unto eventually it was decided to ship the 
cells to a studio in Taiwan. And despite a slew of 
further problems (the humidity of the Taiwanese 
transit led to the painted cells returning stuck 
together in the inibsl batches), the whole process 
somehow came together, something Lisberger 
attributes to those same Disney old-timers who 
had regarded the CGI elements of T/?0A/with such 


dread Dealing with thousands of cells under 
impos^ble desdiines was what they did best, and 
Lisberger recalls one elderly animator telling him. 
with a nostalgic smile, that this was exactly what 
it was like under Walt: In over their heads, terrified 
that they were up against the one deadline they 
coukJnt possibly meet 

'Swnewhere along the line." says Lisberger. 
'we realised that we had this down to a system. 
Everybody knew the problems and lirritations, but 
now we had plans for dealing with them. I think 
we must have mads half the movie in the last two 
months of postproduction. Which was a shame, 
because just as we fait we were on top of H. the 
whole process was ovar It was a mad dash to the 
finish line and then we collapsed.' 

If toe director had hoped for a well-deserved 
rest in toe aftermath of TRONs development he 
was to be disappointed: the films release in July 
1982 may have been less physically demanding 
than its production, but it was no less stressful. 

Initial reviews were less than favourable. 
Many expressed frustration on toe part of 
viewers infuriated by a fundamental inability 
to understand what was going oa some 
denounced the special effects as a series 
of smoke and mirrors struggling to hide toe 
fact that the film lacked humanity. 'It's got 
momentum and it's got marvels, but it's without 
heart.' screamed the Canadian Globe and Mail. 
'It's a visionary technological achievement 
without vision.' 

Nor did the film industry fall on its knees 
in praise of the pioneering effects; if anything, 
the reaction was one of jittery unease akin 
to that of the Disney traditionalists and toe 
Academy refused to even nominate TRON 
for a visual effects Oscar because it felt toe 
use of computers constituted cheating. The 
award want instead to FT, which had been 
made on half the budget and released a month 
earlier to a genuinely rapturous reception. 
Disney was left feeling decidedly envious: 
usually they were the ones with the cute family 
hit. yet here they were punting a complex sci-fl 


rollercoaster that no one seemed to understand, 
themselves included. 

Lisberger's real crime with TRON. like Alan Kay 
and his Dynabook. was being too far ahead of 
his time. It took almost another decade for CGI 
to be embraced by the mainstream: Terminator 
2, released in 1991. snatched toe same Oscar 
denied TRON for its digital wizardry By toen 
many of the kids who had been dragged beaming 
out of the closing credits of TT?DN by their 
baffled parents were progranvning corrputers 
themsefvBs, and many went on to work in special 
effects largely thanks to the transformative 
experience of watching Lisberger's vision brought 
to life on the big screen. Had they bean the ones 
judging the movie upon ite lelease. and not toeir 
parents, there may have been more critical acclaim 
then condemnation. 

As It is. time has been the true judge of 
TRON. and its ever-growing cult credibility 
stands as its ultimate legacy. It appears to 
have aged so well for several reasons: the 
effects, for example, stand up today for the 
simile reason that they never attempted to 
emulate reality, but in mirricking toe vector- 
lined pathways of cyberspace, set a benchmark 
that remains as resonant as it is pleasingly 
retro. Another is the increasing relevance of 
the spiritual implications underpinning the 
relationship between the real and digital worlds: 
in an age when most communicstion takes place 
electronically, it's hard not to hear a nagging 
warning at the heart of TRON. 

"It's taken almost 30 years.' says Lisberger. 
'but people are finally looking to computers to 
define themselves, and dividing toeir lives into 
two separate realities. And I think some of us are 
already feeling a sense of unease about that a 
growing concern that it's only a natter of fime 
before we start looking for a way to bridge that 
gap and make ourselves whole again to live in 
one world, to have one life. All of that was stuff 
I tried to get into TRON, and it was a lonely journey 
for me at the time. Gut it seems finally to be 
making sense." ® 
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acking isn't about breaking and entering,' Facebook 
founder Mark Zuckerberg has said, ‘tfs about bejng 
unafraid to break thir^gs In order to make them better" 

A computer like capitalism, Is based on the premise 


of systems, ownership and security But security can be breached, 
property trespassed and systems destroyed. Hacking may conjure an 


image of a geek in a basement but in reality it is much more than fliat 


Hackers are analysts, rebels, entrepreneurs and rejectionists, 
drawing back the iron curtain of authority and using technology to 


beckon a better world. In cinema, the hacker has become an emblem, 


a lone freedom fighter bathed In the grey-glow of a computer screen, 
fillers whizzing across a keyboard. Hacking is. as the pumalist David 


Leigh describes it 'a distnct psychological genre'. 

Keanu Reeve’s Neo bursting awake in his grimy bachelor pad and 
receiving a MiniOisc from the White Rabbit Tom Cruise's Ethan Hunt 


high-wiring into CIA headquarters to steal a list of covert agents. Wayne 
Knights Dennis taldng down the mainframe and letting out the raptors 
in Jursssic Park. Jeff Goldblum and Will Smith rewiring the alien craft to 


celebrate Independance Day. Hugh Jackman given 60 seconds to break 
into the 'Department of Defense' in Swordfish, Cinema has depicted 
hacking in all its guis^ and quandaries, from the virtuous to the 


ethically dubious to the egocentric and derarvged. 

Many of these films eidvbit a Cold War perspective of a world defined 
by the existence of a wall. Today, however, the defining symbol of our 
Interactions is not a wall, but a net. ^ 






The internet has filtered into every aspect of our society As hackers 
like Facebook's Zuckerberg, Wikileaks' Julian Assange and Pirate 
Bay's Gottfrid SvarOiolm and Fredrik Neij have become global icons, 
the significance of the hacker has changed, their identity corroded, 
its definition clouded. 


Zuckerberg, 25, v^se vrork on Facebook has provided a $7 billion krtty 
is a self-confessed hacker When he was still at school, he invented a 
software package ^at predicted a usei^s music tastes. Microsoft and 
AOL tried to buy it for millions, hut he uploaded it to the net for free 
and joined the h/y League, At Harvard, he hacked into the databases of 
different colleges and downloaded the headshots of female freshmen 
before inviting users to choose the best looking. He called rt 'Facemash', 
and after it received 22,000 hits in a single evening, the seed of social 
networking was born. Today he lives in a rented flat with his Chinese 
girffriend. Working like any other programmer at the Facebook offices, 
he seems to have no real connection with the fortune he has earr^ed. 

But Zuckerberg's creation has become a source of concern for a lot 
of existing hacker communities. Though probably the most successful 
product of a traditional hack, the social network is not welcomed with 
particular warmth by those who accuse it of muddying the vraters of 
interaction. McKenzie Wark, author ot A Hacker Man/fesfo, is part of this 
chorua His polemical book interprets hacking as a re-tuning of Marxist 
social theory for the modern age. He defines hacking as 'Cie gift of 
time arid attention to a project that can be shared with and by others, 
That is, arid perhaps always was, the vast, invisible part of how social 
formations get by' 

When asked about Facebook, Wark says: 'For those of us in the 
overdeveloped world, the main game is the subtle overlap of hacking, 
working, playing and hustling, ft is now not clear which Is which. Is my 
Facebook time labour or play or hustling? Am I working for Zuckerberg, 
am I playing with my friends, am I trying to bulk) an audience to sell 
my next book? Or am I spending all my time there on FarmviV/e? This 
ambiguity about social communication time Is. I think, the big question 
our culture will face ' 


A century before Silicon i^lley the railroad represented the cutting edge 
of technological America, In the 1950s, members of the Massachusetts 
Institute of Technology's legendary Tech Model Railway Club were 
instrumental in developing the hacker culture. They built sophisticated 
train models and complex circuits, pushing the limits of early computer 
programs beyond their original design specifications. They gave rise 
to the hacking ethic - a silent doctrine based on the premise of 
transparency and knowledge. 

At MfT firxling the perfect hack' became an obsession. Back in the 
50s. on a balmy summer^s night a bunch of students left ther halls 
and broke into Cambridge's Kendal! Square subway station where they 
set about greasir>g the lines, The first train to enter the station the 
next morning hit the grease and slid through to the other side before 
eventually coming to a stop in a darkened tunnel. When the driver backed 
up, the train slid through in the opposite direction. Not marry pec^le using 
Kendall Square got to v«rk on time that morning. For several generations 
of MtT engineers it went down as the ultimate hack • a simple practical 
joke, but executed with such finesse that it obtained a certain beauty 

Zuckerberg's Facebook, Gates' Microsoft, Jobs and Wczniak's Apple 
and Richard Stallman's free software project GNU are all products, 


and statements, bom from that early culture. But these visionaries 
of information technology are just the tip of the iceberg. These are 
the hackers known in the game as White Hats': entrepreneurs 
concerned with conventional ettilcs who hack comparvy software witti 
the Implicit desire to improve security through exposure, and to create 
rather than deconstruct. 

But the loose network of hackers is as nuanced. and their motivations 
as vaned. as any community Not every hacker hacks for capital gam or 
the sake of mankind. In fact rrwst dont. For every straight-laced White 
Hat, there is a Puck-llke Grey t^i or an lago-like Black Hat. 

/ '!♦ \ 

“JULIAN 
ASSANGE'S 
MORALS ALLOW 
HIM TO BREAK 
INTERNATIONAL 
LAW WITHOUT ANY 
ACCOUNTABI LITY," 

^ ■ : * " 

Grey Hats are hackers uncorx^med by the rule of law If rt starxisin the 
way ot their discoveries Perhaps the most Icsnlc contemporary hacker is 
Julian Assange, the controversial face of Wikileaks. Assange - who rar^ 
sleeps in the same bed twice, lives rxxrtumatiy carries a desktop compute 
in a pack on his back arxj started his hacking career by heading up a 
group called 'International Subversives' - Is a nalled-on Grey Hat 

By exposing the human cost of the wars in Afghanistan and Iraq, 
hia work as a hacker Is dearly servicing a thirst tor a fact-based, 
transparent democracy and ha has been applauded as a Robin Hood of 
the Intormation Age. But to achieve his ideals, Assange has broken every 
secrecy law ever passed and has been accused of failing Ns sources. 
Bradley Manning, the US private charged with passing top-secret 
government tiles to Wikileaks ur^er the online pseudonym Bradass87. 
is facing life in jail for the theft of government property property that 
Assange eagerly published before joining the global lecture circuit. In an 
open letter to Assange, press freedom campaign group Reporters Without 
Borders accused him of 'Incredible irresponsibility' for publishing the 
Afghan War logs Irxf Iscrimlnately'. Assange's methods, they said, Yeflect 
a real problem of methodology and, therefore, of credibility'. White House 
spol^sperson Robert Gates said Assanga had blood on his hands'. 

Grey Hats are hackers whose intentions are shrouded in ambiguity 
and uncertainty. Assange's objectives seem to be rooted in an 
uncompromisingly moral worldview. But these ere morals that allow 
him to break international law without recourse to any process of 
accountability He said recentfy: “There'a a question as to what sort 
of information is important in the world, what sort of information can 
achieve reform. And there's a lot of information • information that 





organisations are spending economic effort into concealing. That's a 
really good signal that when the information gets out. there's a hope of 
rt doing some good." 

Assange's assertion that the presence of money compromises the 
pursuit of information is deeply embedded in the culture of hacking. 
Many hackers seem to regard themselves and their work as standing 
outside of, arxl rejecting, the worst excesses of capital democracy with 
Its accompanying trade-offs and equivocations. This is an age-oid 
ideal, as prevalent in the first stories of hacking as in the latest. 

For the baby-boomer generation, the world may have been smaller 
but most of it was stil! closed from view. Journalism investigated, but 
governmental departments and big business remained inviolate. 

But Generafion Y live in a tertiary marketplace powered by creativity 
and freedom of information, We were given the internet and we showed 
them hew to mai® it work, What does this mean tor the hacking 
commurvty? What role does it now have In this brave new world of 
venture capitalism? 

'On the one hand, hacking has become a more widespread and 
self-aware cultural practice, and not just in computer-related fields," 
Wark says. 'Lots of people now think about themselves as members 
of communities that share Information, make a gift of their labour and 
achieve recognition from others for this. On the other hand, general 
social production has been more seamlessly integrated irrto internet- 
based media, from search engines to games and social networking. All 
of these portals extract a rent from 'hosting' such activitv I say hosting' 
because, in reality, they are the parasite - that which siphons off the 
surplus from its host, the host being social labour and creativity or in 
other words, hackirvg," 

Hacking, in Wark's world, is an extension of what frie guys at the 
bottom of the pile have always doner adapt to survive. His manifesto 
places hacking as the only credible and justifiable response to 
pernicious authority and parasitical enterprise. He views the attempts 
to jxilics it. or indeed choke It at source, as a classic exercise In wagon- 
circling self-preservation. 

"Hacking is something that certain vested interests want to 
criminaise.' he argues. "It Is exactly like the cnminaKsing of the pre- 
modern forms of economy that went with the rise of capitalism. For 
example, weavers used to always take some of the cloth in exchange tor 
their work. The capitalist putting-out system criminalised this as theft'. 
Likewise, culture has always worked by borrowing and adapting. Now 
the theft is of so-called intellectual property’.' 

Back in 1he day Black Hats - or self-termed 'sociai engineers' - 
like Kevin Mitnick lat the time of his arrest the most wanted computer 
criminal in the US whose rap sheet included hacking the Pentagon! could 
manipulate the script and jump down the rabbit-hole. Gary McKinnon, a 
Glasgow-born systems administrator and Aspergers sufferer, is currently 
awaiting extradition to the US for what one prosecutor termed the biggest 
hack of all time', after he broke irrto 97 differerrt US miiitarv and NASA 
computers His online pseudonym. SOLO, reflects his working habits. 

McKinnon's motivations, and Indeed his grasp of reality remain 
urxrlear. He insists to this day that he uncovered on those machines 
evidence of alien-life cover-ups, antigravity technology and tha 
suppression of tree-energy fuels. The American government has 
never commented on the veracity of these claims but successive 
administrations have tried to enforce his extradition. 

Throughout h'ts tour of America's most secure Information repositories, 
McKinnon would leave his detrsetors the occasional goading message: 'US 
foreign policyis akin to government-sponsored terrorism these days.. It was 
not a mistake friat there was a huge security stand down on September 
11. I am 50LQ 1 wili continue to disrupt atthe highest levels.' ® 
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Oi oseillatng ribbons document a day ir the 
hte of PiecadiJV Orcus m Rupert Burtons 

These films, hosted on Vinea take the raw 
stun of data ano animate it both aM 

* They imagine the unmegnaCia. 
■ US daftnee budget of $Sk9 
eeMM) apparent cheoe. M* the moment 



fit fegnt Patterns when the random 
of bgnt suddanly ilturrvnata a perfect map of the 
US as dawn breaks and the country awakes to its 
working day 

The main purpose is to cross dustraboa tt 
B meaniTig betnnd it* 

. whose work is published 
* studio. Moustache Having stuOed 
compjler programiMi^wkwMeatfr. 
to graphic designa 
perfact admixture of I 
Lfte the language of 
tk abo</ ekMaSemc beauty 
language eumbers and systems - mtf hack 
^■■itKadbe visual world of filmm al iexft 

But beauty the and m itsetl. The 

fnfomtlon these films present must be accurate 
useful, useable. And it's here that fWnmakers Mae 
a distinct advantage ever their traditional prmt 
counterparts 'The classic difference between 
pnnt arxt what you can do on the webk that] you 
•wrMI* ggyg irrformebeer de 
Holmes whose l^mprie Eriargy. vdiini 
taMaamik of keeping your lighla < 
ttion and the old put 
broadcast '*ibu'va got words, v^ve s 


youvs got siianct. yeuve qcAvmmM 
got sound effects The trang STat looks ii 
complax on the page can r\owbieairie ' 
The father of data vlsualiaation i 
philesepher Otto Neur oth f a rse ua l; n 
that words divide images unite I 
underpinning the art 
loeak Meaning is open to interpretatar 
Uua adoieacant isge of dateviMtfik^ 

word, even if ita only ekm deep 

For Pstte. beauty is MMSwg dk 
•nd without the data 4 
motrvstion of data visualisatisa a 
and facts." he says "Ibu bi 
the truth and unearth the n 
knew beauty is truth, truth beauty a 
you need to know 




FRENCH ELECTRO LEGENDS DAFT PUNK ARE TRAVERSING 
A DIGITAL LANDSCAPE THAT IS ENTIRELY THEIR OWN. 




aft Rjnk have no need to hide, rt's not difficult to uncover 
their real identities. Their faces have appeared on a magazine 
cover there's a video of the duo QJing at a Milwaukee rave 
in 1996 and there's even a slideshow of every available 
photograph of the pair undisguised, aloof, s^f-conscious. 
8ut 'that was back in the early '90s, before they courted an 
air of mystery before they reinvented themselves as robots 
and before their debut album, Homework, guided house 
music into the mainstream. 

Thomas Bangatter and Guy-Manuel de Homem-Christo 
have always been shy They met while at school in Paris In 
1987 and borrded over a love of film, heading to the cinema 
together on Wednesday and Saturday afternoons. Along 
with Laurent Brancowrtz [who would later join pop outfit 
Phowiixl they formed an indie rock group called Dartin' in 
1992. Though the band was short-lived ("Six months, four 
songs, two gigs and that was it* Bangalter told Mixmag in 
1997), they placed one track on a compilation rrteased by 
Stweolab's label, Duophonic Records, tt was subsequently 


dismissed as 'daft punk' by a review In Melody Maher, but 
they liked the sound of that It made them seem abstract 
colourful and unique - three Siings that Dariin' certainly 

By the time Bangatter and de Homem-Christo were old 
enough to go to clubs they had become excited ty the 
possibilities of darxia music. "We definitely were having more 
fun at an Orbital show than at a Teenage Fanclub show 
even though we still loved their music more," said Bangalter 
who is typically referred to as the taller, more talkative one. 
"There was a level of excitement that was rxt the aame." 

Having experimented with samplers and drum machines 
at home, the pair brought a tape of their first efforts as 
Daft Punk to a washed-out rave at Euro Disney in 1993. 
There, they harxled it to Stuart MacMillan of Scottish 
production duo Slam, who released one of the tracks on 
their label, Soma Duality Record^s. Though titled The New 
Wave', few could have Imagined the Impact their sound would 
come to have on French house music, let alone dance floors 
around the globe. 


A bidding war between record labels was settled when the 
pair eventually signed with Mrgin, on the condition that they 
retained corrtrol of their image, their release schedule and 
their master recordings. With some guidance from Bangalter's 
father; Daniel Vangarde, a French disco producer in the '70s, 
the duo aimed for mainstream success without having to 
compromise their integrity ‘We'i* got much more control than 
money" said Bangalter in 200L "We five In a society where 
money is what people want so they can't get the control. 
We chose, Control is freedom. Pec^le ssy we re control freaks, 
but control is controlling your destiny without controlling 
other people," 

Realising the importance of having a unique visual 
concept to accompany their releases, they decided to be as 
faceless as the music. They stopped touring: they began 
declining interviews; In photo shoots, they would disguise 
themselves with whipped cream, balaclavas and rubber 
masks. Then, after three years of preparation, 1997 saw 
the release of HomeworK one of the most influential dance 
records of the decade. 

It started with a rumble: a loop of undecipherable words 
thumping its way towards clarity Daftendlrekt' was Daft 
Punk's introduction to the world, just as it was for their 
renowned live setstthetrackisan excerpt from a performance 
at a party in Ghent). The title ‘Homework not only referenced 




/ 


their base of operations in Bangatter's bedroom, but also the 
fact that the pair had thoroughly studied their influences. 
They had cleverly synthesised distorted '70s disco grooves 
with the style of early electronic muse pioneers such as 
Kraftwerk and Giorgio Moroder, matching the infectiousness 
of '80s pop hits with the relentless thump of early '90s ecid 
house, Although only 50,000 copies were printed Initially 
demand was such that the album quickly sold over two 
million units in 35 countries. 

This was the moment Daft Punk's anonymity allowed 
their artistic vision to take centre stage. Wth Spike Jonze, 
Michel Gondry Roman Coppola and photographer Seb Taniak 
enlisted to direct videos for the album's four singles, the 
music almost became secondery. Though rKithing connected 
the videos conceptually Uonze turned the bawling 'Da Funk' 
into a short film about an earnest dog-man hybrid who limps 
through the city Gondry creeted a visual r^resentation of 
'Around the World' through colourful choreography), the tinted 
hues of each hypnotic vignette earned them more exposure 
than any biography could have done, eventually warranting 
their own release as DAFT - A Story About Dogs, Androids 
Firemen and Tomatoes. 


Another by-product of Daft Punk's irxlependence is their 
habit of going on hiatus indefinitely tt took four years to 
deliver their second album, Discovery arxl the difference in 
sound was jarring. With blasting horn samples warped bess 
lines and pitch-shifted hooks as catchy as they are cheesy 
the album's Auto-Tuned synth-pop was not what people 
expected. It was too glossy some said^ too reliant on baraiy- 
attered loops of George Duke. The (mpwials and Edwin 
Birdsong, 'fet almost unnoticeably. they had drawn from the 
same eras of music as Homework while managing to sound 
completely different, 

This album has a lot to do with our childhood and the 
memories of the state we were in at that stage of our lives," 
Bangalter said upon its release. 'It's less of a tribute to 
the music from 1975 to 1985 as an era. and more about 
focusir>g on the time when we were zero-to-lD^ears-old. 
When you're a child you don't judge or analyse music. You just 
like it because you like it. You’re rx>t corKemed with whether 

Given the album's reception, it was a fair point Only 
recently hes the chticel consensus been revised in light 
of its durability and influence. Taken along with Stardusts 
'Music Sounds Better With You’ - a one-off side project <S7 


“WHEN 

YOU’RE A 

CHILD 

YOU DON’T 

JUDGE 

OR ANALYSE 

MUSIC. 

YOU’RE 

N OT 

CONCERNED 

WITH 

WHETHER 

IT’S COOL OR NOT,” 
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for Bangalfer in 1998 which inspired the direction of 
Drscovery - tractrs such as 'One More Time', 'Aerodynamic', 
Digital Love' and 'Harder Better Faster. Stronger' perfectly 
encapsulate the sound that propelled club muac into the 
twenty-first century 

An anime musical may not have been what most people 
envisioned when they heard Discovefy. but Daft Bunk had 
been senous about the idea from the album's inception. With 
a story arc fleshed out the duo travelled to Tokyo in the 
hope of persuading one of their childhood heroes manga 
artist Leiji Matsumoto, to supervise their take on the kind of 
space opera he was known tor. /rrfersteKa 5S5£' The Story 
of the Secret Star System, released in 2003, centred on 
afen rock band The Crescendolls. who are brought to earth, 
brainwashed and made to resemble humans Exploitative 
record executives force the group through all the ctiched 
rigours of the manufactured pop industry until tiiey become 
exhausted from over-exposure. With no dialogue and sound 
effects kept to s minimum, Interstella 5555 r^resents s 
simple allegory of music's cult erf celebrity, which Daft Punk 
have always defined themselves in opposition to 

By now Bangalter end de Homem-Christo had settled on 
a look that only reinforced this point: futuristic robot helmets 
created by special effects designer Tony Gardner. The 
artificial image protected their identites in a way that was 
compellingly enigmatic, but also formed the perfect vehicle 
for what the band's musical message, based on a style and 
sound that feels entirety alien. 

'The music has never been the most important thing," 
said Bangafter in 2007. "What we are trying to do is put it in 
a way (sol that people can understand It's not a marketing 
ploy It's just a general universe that we can create from 
fiction and resirty " Thet was the reasoning b^ind Daft 
Punk's directorial debut, Electroma - the tale of two robots 
that have human makeovers only to be ostracised by their 
cyborg community in picket-fenced Middle America. Without 
dialogue or even Daft Punk's music, the 70-minute film 
appropriates the extended, drifting shots of Gus Van Sant's 
Death Trilogy as the robots stagger aimlessly through the 
desert while rewiring the sentient delirv^uerxry of Michael 
Crichton's Hbsfkrortd. 


The film viras orginally intended to be a video for the title 
track from their third album. Human After AV. Once again. 


the release folloiived a four-y«ar hiatus from music and, 
once again, it initially disappointed fans and critics. The duo 
gave themselves just six weeks to create the album, and its 
dry repetitive minimalism seemed uncharacteristically timid. 
But then they unveiled the album's visual accompaniment: 
the long-awaited resurrection of Daft Punk's live show Since 
their debut in 1997, the duo had performed just once - a 
charity gig in London back in 2001. At California's Coachella 
festival in 2006. Daft Rjnk finally reappeared with an 
11 -tonne pyramid, their robot costumes simplified to leather 
bobsledding outfits, their album highlights merged into a 
muitimedia extravaganza. 

"We feel that people cant have a relationship with 
someone who is above them.' de Homem-Christo told Paper 
magazine in 2007. ‘Robots dent make people feel like there's 
an idol on stage. It's more like a rave party where the DJ 
Isn't importent. This is what we do: we are two robots in this 
pyramid with this light shew, but everything is (designed] for 
you to have fun and enjoy yourself. " 

The success of the subsequent tour was captured in 
live album Alive 2007. contertualising a career arc that was 
now being embraced and reinterpreted by hip-hop artists 
tike Kanye West and Busts Rhymes, as well as electronic 
acts such as Justice and LCD Soundsystem. "We come from 
a generation that wanted to make electronic music 
accepted, at a time IwherO it was not." Bangalter told 
Pitchfork. 'It is now everywhere and rt has been totally 
accepted. Consequently there is now a younger generation 
that is more focused on making great electronic music, 
good parties and having fun, where there is [no longer! 
so much need for cultural and ideological statements in 
electronic music itself 

Though It's been five years since Human After All, for 
once in Daft Punk's career everyone knew what was coming 
next. In March 2009 it was announced, with a hint of glee, 
that Daft Punk would score TRON: Legacy, and anticipation 
has been building ever since, causing fake leaks to surface 
several times this year. The authentic tracks that have 
emerged are brooding, menacing and magnetic transmissions 
- ail you could want a mysterious circuit-board universe to 
sound like. The hardest thing for Daft Punk, however is not 
measuring up to people's expectations, but communicating 
an overall vision. This is why theVre willing to spend years 
ensuring thet every career move slots together cohesively, 
while knowing that sometimes people can easily 'forget that 
they are, in fact, human after all ® 



THE MOJO VISION AWARD WINNER 2010 

Best Music Documentary 


5ub«cr>6e to our meekly nemaletler 

and all these reviews will be delivered 

10 your inbox on the day of release, 

along with those we couldn't squeeze 

into the mag. Read, watch then head 
to www.lltilewhjtelies.co.uk and post 
your opinion online. 
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Miral 

Uirecied by Julian Schnabel 

Scarring Hiam /tbbaee.Frelda Pinlo, IV>7/eni Dafoe 
Released December 3 



Fesm-al in early September, where the movie had its 
world premiere. Directed by Julian Schnabel, Miral 
traces both the arc of the modem Israeli- Palestinian 
conflict and the life of the eponymous Palestinian- 
born journalist, played by Freida Pinto, who was 
defined by it “It is,” continued Elmasri. gagging 
with emoiiun, “a universal agreement between 
trusts who share a vision and who share values, 
and who decided to get together and represent 
these values to the wotid." 'llte speech received 
a spontaneous and hearty round of applause from 
the ^obe-spannir^ collection of journalists who 
filled the Lido’s cavernous conference haU. But, 
strangely, nobody there that day quite had the 
courage to mention the fact that Afirol is also agreat 
big pde of shiL 

Even as the title sequence rolls, you know 
you're in trouble. As maps of the region dissolve 
endlessly over each other and syrupy strings wail 
on the soundtrack, you get a taste of the movie in 
microcosm: over-long, ovosimplisiic, overblown. 
And then it begins. We are introduced to Hind 
Musseini (Hiam Abbass), a kindly and svcalihy 
Palestinian who founds an orphanage in 1948 and 


is made to say clunky self-describing sentences 
such as, “My goal is to educate these kids and to 
give them hope!" 

From the gardens of Hind's orphanage and the 
girls who pass through it, we get glimpses of the 
Six Day War, the occupauon of Hast Jerusalem and 
the radicalisation of formerly peaceful l*aleslinian 
women who now say, “CJrr... I warn them to sufler 
as we do!" ’Hiings really kick off, however, in 
1987, with the arrival of Bnio's Miral. The lancr. 
bizarrcly sporting a lull-ihmaicd Indian accent, 
is quickly radicalised by a sexy freedom fighter 
called Hani (Omar Metwally), and the pair dis|flay 
an unerring penchant for hot romantic clinches 
during which, mid-smooch, one will say to the 
other, “There U a fracture in the PLO. I really 
believe that Partition can work!” To which the 
other, still sucking face, will reply, “Win- can't there 
be one coimtry for everyone?” 

You really couldn't write this. But (hen, someone 
did - and in this cose it’s the 'real Miral herselT, 
Rula Jebreal, who wrote the book on which it is based, 
and is Schnabel's oft-snapped squeeze. Of course, 
the cinematic annals are lioered with poUiically naive 
Wcsicm-madc movies about the repon. And yet, 
say what you will about Paul Newman as a blue- 
eyed, blond-haired Jewish freedom fighter idExikAu, 


or the slick action thrills and spills in Spelbsg’s 
Mtmich^ but at least these mewies were competent 
pieces of filmmaking. 


politically sophoraoric, but that it is formally 

(Pinto, in particular, is simply loo inexperienced to 
shoulder an entire movie), and (he writing verges 
on execrable. All the while Schnabel's direction - 
imbuing the movie at every cum with a cute-for- 
cancer righteousness - is unduly pompous. On the 
positive side, at the same \knicc Film Festival press 
conference, Schnabel announced that be wasn't 

years. So it’s not aU bad news. Kevin .Maher 


Anticipation. The man behind 
Basquiat does the Middle East. 
Intriguing. 


Enjoyment, is this a joke? 
Or a film art ‘happening’? 


In Retrospect. 

The horror! 
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Gareth 

Edwards 

Monster Talent 


Filmography 
Gareth Edwards 


MontHra (2010) 


V by Steven Turner 














arketed as a British i 
xmkajnp's Distrui 9> A 
eoniely different ere 


fiction framework, it prizes mood, atmosphere and 
personality above acdon or spectacle. 

When a US probe carrying extraterrestrial 
specimens crash-lands south of the border, Ceiunl 
America is transformed into a t^uarantine zone As 
the eponymous monsters emerge from the tungks, 
Amenca's response is both typical and ungenerous 
sending troops into the inlcctcd regions while 
litenlly walling itself off fi'om the problem. 

IVapped on the wrong side of the fault tine 
between rich and poor, rescued and damned, 
is Samantha (Whitney Able), whose magazine 
puUisher lather is desperate to secure her safe 
passage back to America. He instructs one of 
his emi^oyees - photojoumalist Andrew (Scoot 
McNaity) - to accompany her across the Idighted 

introspective road movie across a landscape that 
is as alien to their American eyes as its uneaithly 
t)ccu[Ners. 

Afuruten is a masterclass in misdireciion First 
lime wnier/director Ciaieth Bdwards may have a 
background in visual effects, but inventive framing. 


smart editii^ and a suggestive soundtrack allow the 
audience's imaginadon to do the heavy lifting. When 
Edwards does showcase his special effects e3q>enise, 
the results are Impressive given the film 's limited 
budget - the monsters themselves are convincing, if 

In the absence of expens iveCGbaubles, Edwards 
is free to focus his camera and eneigy elsewheie. 
Gradually. Mtmsiers emerges as an allegory of, 
well, almost everything. Mexico's drug wars. 
Plan Uolombia. Hurricane Katrina, immigration, 
cultural imperialism, military adventurism all ate 
ewoked in the film’s scatteigun subtext. Hvnted, that 
is, but never really interrogated, ideas and images 
fioat around the periphery, but it's not clear that 
Aiomltn has anything consideied to say beyond a 
general im|vession that the Vine's abandonmenl eff 
the Third World is as lutUe as it is inhumane. These 

Indeed, the monsters of the film’s dtle might 
just as easily he the corrupt bureaucrats, the cynical 
privateers or trigger-hapt^ grunts erKouniered by 
Samantha and Andrew in their journey through the 
hinictiands of human morality. 

Amidst some excellently conceived alien 
sequences and expansive shots of America hunched 
behind its concrete barricade, it's to the faces of 


these protagonisu chat the film constantly returns. 
Able and McNairy - a couple In real-life - have an 

in their moments of quiet tenderness. And yet the 
odd clunky scene mokes you wonder whether a 
hi^er profile pair of actors might have added an 
extra dimension to their roks. 

But if Monsien lacks the revel aloiy excitement of 
Disina 9, it is certainly a success on its own terms 
l*cthaps the better comparison is with Duncan 
Jones' Moon, another intelligently conceived UK 
sdence-fiction film that points to a bright fiiiure for 
its direaor. Matt Bochensld _ 


Anticipation. An even lower 
budget Disirki 9 from the 
UK? As if. 


Enjoyment. Never less than 
good as It threatens to be. 


In Retrospect. Contemporary 
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Rare Exports; 
A Christmas 
Tale 

Directed by Jalmari Helander 
Starring Onni TommUa, 

Jorma Tommila, lln, art Jar v enpa a 


D eep beneath the Korvatuniuri mountains in the 
heart ofl-apland’s frozen wOderness, something 
evil U lurtting. Suspended in an icy tomb 46S metres 
underground lies a cieaiure to unspeakably wicked, 
Inal ttwnsfbik have sworn its exiiience to secrecy 
for centuries. Now, thanks to a team of unwitting 
American geologisis. it's about tobewokot up 
Adapted from writer/direclor Jalmari llelander's 
2003 short of the same name, Ran Exports is Huro- 

riff on feel-good seasonal cinema, drpping with 
rt^nace and old-frdiioned scares. 

The hero of this anti-6iry tale is Pietart (Onni 
'IbiumtlaJ, a lypicalJv cherub-laced Kinnish pup who 
craves nothing more than the reject of his tough- 
Icwing father Rauno (Jorma Tommila). 'I'he more 
Pietari tries to help, however, the more he gets in 
the way. And so while Baunopiepares for the annual 
icindeer hunt, Pietari is conlined to his room, whete 



he feeds his wild imaginaiion with ancietu fables of 
indigenous demons. 

As it hai^ens, Pietarl’s knowledge of ni^tmare 
creatures is about to come In very handy. Why) 
Santa Qaus is coming to trsvn. And he's not bearing 
gifts and spieading festive cheer. Indeed, ihb not- 
so-jolly St Nick has an insatiable bloodlusi that 
promises to stain this perpetually white wonderland 

Ran Exports works not just because it is crisply 
shot, sincerely acted and profoundly diilling, but 
because it taps into a part of the human psyche 
where magic and make-beEeve ore at their most 
tangible and untamed. No maner what age ptu 
slopped leaving mince pies and sherry by the 
fireplace, Helander retinns you to a place fixed with 
the memory of childhood innocence. 

And pti its intensely visceral nature marks 
Ron Exports as one of the more adult childirn's 


Tim Allen-faced tuikey Hollywood is serving up 
this holiday season, however, this is an enriching 
story that will no doubt thrill and charm younger 
audiences. Just be piepaied to ston looking lor 
a good therapist. Adam Woodward 


Anticipation. Hlnnish You Tube 
hit goes feature length. Could 


Enjoyment. One of the best 


In Retrospect. It's gonna be 
a fright Christmas. 
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Machete 



Directed by Robert Rodriguez 
Starring Danny Trejo, 

Jessica Alba. Steven Seagal 
Released Afoueniber 26 


T he film of the trailer of the best B-movie you've 
never seen airiws onscreen in a sun-baked blur. 
But sucicbed id 103 minutes and srunt-casi to within 
an inch of its life, surely k could only ever disappoinL^ 
A toi^e-in-cbeek preview from Rodr^uez and 
Tarantim's ill-feted Grindhottsx, Machixe shewed 
Darir^ Trejo as a blade-wielding badass, bppiog 
kmbs, Itn'ing ladies-, you knew the drill, '^'ve sem 
this film so many times before we can fill in the 
blanks - dead wife, angry pciice chief, trail of bloody 
vengeance, fbr some reason, Rodriguez has seen fir to 
join the dots lor us, but he’s cesnpeting with a fantasy 
and not, as it rums out, very wcD. 

'I'he film begets briOiandy with - you guessed it 
(he old dead mle^ngry police chiePirail ol' bloody 
vengeance combtv phis Steven Seagal (looking like 
he own akohoUc uncle) and a lady with an unusual 


scaei in her vagina. But ilicn it rally tiadincs. 'Ihc 
owrcomplicaied plot involves 'Ihcjo being duped imo 
shooting Texan senator Robert De Niro ova Medcat 
boido^onirol ssues, but Rodriguez also mates tine 
for JesacaAJbah immigratbn cop,Midielle Rodriguez's 
freedom fighter, Jefi* Pahey's slin^ aide, Don Johnson’s 
evi HJvis-^ike, plus Linds^Lohan.Cheedi Matin and 
Tezn Saviii in exended cantos 'Jhac’s a lot ofmusde 
widi not an awfitl lot to do, and you can't hdp feeing 
Rodriguez has twasnrfied the taco. 

In faa, whene'er Trqo’s not disembowelEng 
someone, the movie struggles. Prachy, speechy and 
inexpheaUv pleased with iisdf, it zigzags between 
okay aaion scena and terrible (alky ones. But ihcie 
arc more serious issua at pl^ here. By elevating 
humUc B-movics inio event cinema, Rodriguez (and 
Taiamino for that matter, whose DeaiMpmof b by fa 


the worse culprit) gtalks on tricks, ticks and pointless 
longueurs that have no place in explniiaiiun cinema. 
When it vrorks, as in Kill Bill and 1‘laiieiTtmr, it pushes 
their films to the next glorious level; when it doeai't, 
we're lefr stranded in the gaudy neverwhere betweoi 
good fun and onpty fetishism. Man Glasby 


Anticipation. Should be 

3 

Enjoyment. AH set up 

2 

and no punchline, 

In Retrospect. The joke's 

2 



□nedotzero_adventures in motion festival aoio 

10-14 november 1 BFI Southbank + BFI IMAX 

a thrilling nix of innovation, inspirabon and convergence across arts, culture and entertainnent 



the retirn to london of the internationally renowned Festival 
onedotzero adventures m motion presents a scritillatng array of 
audiovisual and cinematic experiences, highlighting the futire oF 
moving loage 


hook yoLT tickets nowi 

BFI Southbank box office oso 7928 3333 

WWW bfi org uk/onedotzero 

WWW onedotzero com 


showcasing the most progressive new short Films, exclusive previews. 
Feature Films, music videos, animations, motion graphics, playful 
interactive rstallahons. eye-popping performances, insprng talks, 
drecto* qtas and bar parbes 



IS THIS THE GREATEST WAR FILM EVER? 


iSTREPO 


ONE 


PLATOON 


ONE 


VALLEY 


ONE 


YEAR 


★ ★★★★ ★★★★★ 

FHM UNCUT LITTLE WHITE UES 

★ ★★★ ★★★★ ★★★★ 

EMPIRE TIMEOUT THE GUARDIAN 

★★★★ ★★★★ ★★★★ 

THE TIMES THE INDEPENDENT FINANCIAL TIMES 


★ ★★★ 


★ ★★★ 


★ ★★★ 


★ ★★★ 


★ ★★★ 



The Be All 
and End All 

Directed by Bruct Webb 
Starring Neve McIntosh, 
Josh Bolt. Eugene Byrne 
Released December J 


V irgins. \K^'ve all been cce. Allhcngh, judging tiuni 
cnrnia, ^u’d ihinlc this aMciion only affeaed 
teenagr Araerican hoys in cotning-or-age ccmedies. 
Even though they're in Merseyside, the cwoprocagcnist!, 
of 'Jhc Bt At anJ BidAS arc in die same beet. Robbie 
(|nsb Boll) and Ziggy (Eugene Byrne) spend their 
caniMn hukday laibng aruund on the bcadi, guzzling 
vodka bdiind the local pub, and, in Rub's ease, trying 
CO cop off with muiersily-age barmaid Srphie (Bryony 
Seth). Ima^ne hs disappoailmait when a lace-night 
Eaism back at ha di^ is scuppoed by die disccnery 
that, no, he can't hold his liquer alia all 

His mirf nminp doesn’t end there, as Robbie is 
diagDosed wkh a fetal heart condition and is placed, 
mudi CO hs dismav, in the hcspital’s children’s ward. 
'I'hings Bie bad - aknost as bad as when Liverpool 
were beaten Iqi Msai United. How will he Itae Che big 
V now, whenhe’s surrounded by toddlers and coddled 
daily by his parents? 



'I'hankiiillv, Ziggy is on point. He devises various 
schemes m help his chum pop his cherry, starting 
by proposincming every girl at school, and ending 
- with heist movie bravado - with a wheelchair- 
aided iailbreak to a nearby massage parlour. Bolt 
and Byrne ctdiibii an endearing, untrained streak of 
naturalism, buoying the film with their deliciously 
Scouse tones. And the script, from Slew I,ewis and 
Tony Owen, Hashes with cheeky humour that, Ibr a 
time, undercuts the dour nature of the narrative and 
pokes fun at the exaggerated earnestness with which 
we approach death. 

But once the drama hits, it does so btundy. 
Bruce Webb proves a suhde director when letting 
the boys’ chemistry develop over uncomplicated. 
Blade shots, but an overbearing acoustic soundtrack 
pushes the proceedings towards tear-jerking 
manipulation. And an awkward subplot, featuring 
Ziggy's search for his estranged father, desperately 


attempts to nail down the ova-aruhii^ themes of 
love and companionship It is all far too heavy- 
handed; those concerned should haw had more 
faith in the leading pair. Michael Leader 


/ln(<ciy><ifion. A cjuirky, 



Enjoyment. A conflicted, uneven 
experience: s ug ary ki i chen-s in k ^ 


In Retrospect. The central 
duo is memorable, but the 
film dives the wrong way. 


Into Eternity 



Directed by Michael Madsen 
Starring Timo Aikds, 

Carl Reinhold Brdhenhjelm, 
Mikael Jensen 
Released November 12 


D oom mongcring eco-doct everywhere are 
telling us the earth is dying and wc'rc to blame. 
Whether the hot topic is oil, food or population 
growth, the message is almost unanimously clear; 
the human race has to act, and it has to act now. 

focus not on what wc should be doing, but what is 

In 2004, just a few miles from the remote 
Hnnish town of OlkiJuoto, a team of engineers and 
nuclear [Hiysicists started digging a tunnel. Boring 
deep into the bedrock, they're building the world's 
first permanent nuclear waste repository. The 
project is ccidcnamcd ONKALD, and it's forecast 
lobe cnm(4cied in the year 2120, when the facility 
will he tilled up and sealed shut for 100,000 years; 
the lime it takes for radiation to lose iu toxicity. 


Enchanted by ihe thought that the world's 
largest man-made structure it under construction in 
his backyard, director Michael Madsen poses some 
weighty questions to the chiefs of this ambitious 
operation, and he gets some pretty weighty replies. 
Not just an engineering marvel, ONKAU) is also 
one almighty logistical and ethical head dick, and 

philosophical chin scratching. 

'fhe problem is, not a soul Madsen speaks to 
has the answ^ers he's looking for, even if they do 
try their best to keep his spiritual musing well fed. 
When it’s revealed that, when finished. ONKALO 
(as the only facility of its kind currently under 
commission) will only be able to hold a fraction of 
the world's nuclear waste, Madsen posses on the 
opportunity to put existing global nuclear waste 


managumcni policy under the microscope. 

What would have been belter capped at the 
half-hour mark reveals itself as a 7S-minuie 
postcard to the future, which Madsen aulograi^s 
with sanctimonious relish. Adam Woodward 


Anticipation. Both film and 
tunnel sound deep. 

3 

Enjoyment. Wisietui and 
largely unengaging. 

2 

In Retrospect. Extract the core 
issue and Into Eterniiy becomes 
endlessly fascinating. 

3 




On Tour 

Directed by Mathieu Amalric 

Scarring Miranda Colelaaurt, Suaanne Kamaey, Malhieu Amalric 
Released December 10 




Buiteifiv 




Amalric is also a filmmaker with several shorts 
and a number of accomplished features to bis 
name. He carries off' with panache his role as the 
Renaissance man of contemporary French cinema. 
On Tour may have been derided by critics when it 
screened in Cannes, but it went on to secure a Best 
Director prize. 'I'he nucleus of the negativity was 
the perception that the film is too fieewhecling and 
digressive. It is, but this approach suits the material 
perfectly and gives On 'Ibur its considerable charm 




Joachim (Amalric), a former Parisian television 
producer, has left everything behind - children, 

life in America. He comes hack with a team of 


burlesque pert'ormers to whom he has fed fantasies 
of a lour of France and, most enticingly, of Paris. 
Travelling from port to port, the curvaceous 
showgirls invent an extravagant fantasy world 
nf warmth and hedonism, despite the constant 
rotind of impersonal hotels and lack of money. 'I'he 
show gets an enthusiastic response from men and 


grand show in the capital goes up in smoke when 
Joadiim is betrayed by an old friend. 

Inspired by Sidonie-Gabrielle Colene's The 
Other Side of the Musie Had, a candid account 
of the writer’s experiences performing in the 
provinces os part of a repertory group puning 
on a scandalous pantomime. On Ttiiir’s closest 
cinematic forebear is John Cassavetes' The 
KiSing of a Chinese Bookie. 'I'he two films share 
a familiarity with the underbelly of showbiz and 
a pronounced sense of melancholy, specifically 
regarding their central character. 

Like Ben Gazzora’s hapless nightclub owner, 

joaefaim has also made some unfortunaie choices 
in business. An essentially good-natured soul who 
dreams of regaining the power and prestige be once 
commanded, he is a prince without a kingdom. 
Reluctantly directing himself for the lirsi lime after 
a suitable leading man couldn't be found, Amalric 
is magnetic, 

A road movie of sons that follows its own 
idiosyncratic itinerary, On Ibur offers a wans-and- 
all portrait of the showbiz lifestyle and yet still 




(played by the luminous Aurelia Petit) is incrediHy 
touebing, while the film's conclusion at the empty 
swimming pool of an oui-of-seoson hotel is 
amongst the finest and most ihrilHngly executed 
sequences in recent French cinema. Jason Wood 


Anticipation. The film comes 





Enjoyment. immediate 



tremendously assured sense 
of character and place. 


In Retrospect. Strangely 




Anton 

Corbijn 


Private Gentleman 


Filmography 
Anton Corbijn 


The American (2010) 
Control (3007) 


hoiugrapher, music video director and wtui I'm capable of. 'Hint’s important for m 
feature filmmaler Anton Corbijn has tind out what I'm capable of." 


1 for advice on certain things, vie discussed 
nes and George's take as an actor was quite 










by Anion 

Starting Goorge Clooney, I'iolanie Placido, Paolo Bonacelli 
Released Novem her 26 




he AjtKriain is a moody, textured, meditative 
drama that evokes the austerity and poise 
lo Bertolucci's The Ctmjorrmu. 
Indeed, in its forensic intelligence and unforced pace, 
it's a glorious throvsback m an era of 1970s Humpean 
cinema when films had the time to brood, cn breathe 
and to grow in ibe mind. 

George Glooncy is Jack, a taciturn hitman 
Ibrccd to lie low in a small town in the beautiful 
cnuntrysde of Abrutsso, Italy. Though unsure 
whether he can trust his employer, he accqits one 
last Job preparing the ground for the anrivai of a 


the Bayed edges of his conscience in the company 
of a priest (Paolo Bonacelli), find redemption in the 
arms of a prostitute (Molanie Placido) and survive 

Phoicigratriier Anton Corbijn made a siartiing 
fil ntmatan g debut with 2007's C(jrterol, but The 
Amrican is in another realm altogether. It is 
painstaking' assembled scene by scene, step by 
step, just as Jackfeiishisilcallycngineeis the in dividual 
elements of his trade. But mote than that, ibereS 
a fearless connction on display in the way Ciorbijn 
refuses d make any concessions to the expectations 


of modem dnema. I'here is no spectacular pay off, 
no fireworks, just a slow, steady accumulalion of 
tension, of connection with the characters which, by 
the film's finale, will prove sharteringly effective. 

It is, of course, a beautiful thing to behold. 
Coitxjn and tegular cinematographer Martin Ruhe 
do full justice to their surroundings, playing with 
colour, shade and texture from gun-metal blacis 
to molten gold raindrops and a brothel's rcd-Ui 
erotiasm. 

llie ej^tansiw open air of the landscape 
contrasts the tightly wound inierioriiy of Qooney's 
peiformance. It is unclear whetha Jack is 
ocperiendi^ a sicsv urtravelling or a gradual coming 
logeiber, or perhaps there are elements of both in 

while connecting with too little in it. 

ll is another intelligent rum Bom an A-fislo' 
who seems determined to lead a more imeresting 
pntfesskmal life than was once [vesenbed for 
him. 'ITiis is Clooney the murderer. Oooney the 
ageing star, but more than that, this is Clooney 
the committed actor, siripped of the usual twinkle, 
discovering something emotionally raw at the bean 
ofhis character. 



'lliough The American isn't quite the et^e-of- 
ihe-seat ihriller it mi^thave been, there b a sadness 
mnning through it that b both tragic and seductive. 
It b qtarse, unusual, somehow iinknowaMe, but it 
has die unmistakable air of conviction, of confidmee 
and mastery of its own elements. It pushes past the 
confines of genre and in its quiet elegatKe becomes 
something bigger, grander and more impressive 
altogether. Matt Hochensfci 




The Girl Who 
Kicked the 
Hornet’s Nest 


T he begmning of ihe end of 'Ifie MiUenniuni 
Trilogy sees Lisbedi Salander (Noomi Rapace) 
being rushed to incensive eare. 'Ific (nrl has bulleis 
in her hip, shoulder and. more ptvssingly, her brain. 
She needs surgery, siai, but whal about her haircut? 

H;ai noi: Lisbcih may he lesiricied to spending 
half of the film on a hospitaJ bed, she maybe accused 
of murder, facir^ a court trial and some serious 
lockdown, but that asymmetric bob survives. And 
she’s stil able to give her doctor shit while getiii^ 
him onside with sotik dever fiirtadon. Good job. 

Section' is sniffing around, scared of what she knows. 
A bogus medical diagnosis of paranoid schizophrenia 
from a slimy doctor luimed 'leleborian should deal 
with this plucky pest. 

'fhe most notable aspect of 'Ihe Millennium 
Tringy has been its insistence on upsetting both our 
idea and our ideal of Scandinavia. What was once 
an Eden of lenewable energy, nudist blondes and 
over-priced pinu is now defined by sexual violence, 
inslioiuonal com^sdon and ron^ont misogyny. 

Sdeg Larsson’s first novel was originally 


Directed by Daniel Alfredson 
Starring Naomi Rapace, Michael 
Nyqviat, Georgi Staykov 
Released November 26 


with its noil archetypes and patriarchal power 
smictures. The GirlWho Kicked The Hornet's Nest 
has scarcely moved on from the era of Polonski’s 


CAuiaiotcw. There may be fewer orange groves 
and more Blackberries, H&M knitwear rather 
than linen suits, but the two films ore ihemaucally 
indistinguishable. 

Except Polanski is a much, much better director 
than Daniel All'tvdson. Despite the presence of 
Noomi Rapace's glowering, post-feminist man- 
eater, all of The Gkl films have suffered from a 
lack of intrigue, scope and devebpmem. Each has 

a decent acdon sequence. This final instalment is 
as irritadi^ as that other great Swedish export, the 
fiat-pack wardrobe; going through the modons until 
it inevitably falls to pieces. 'Die lesson? Lf you svani 
well-made noiis, stick to the specialist retailer - 
Hollywood. Tom Seymour 


/InHci^aflon. The Girl W'ho 

Has Already Wasted Enough 

Of Our Time. 

1 1 

Enjc^ment.T'he Girl Who Makes ^ 
Us Wish We Were Anywhere Else. X 

In Retrospect. I'he Girl 

Who Really Doesn’t Deserve 

To Be A Literary Icon. 

1 



The Hunter 

Directed by Ra/i Pitft 
Starring Ra/i Pills, Mitra Hajjar, 
Isniart Amani 
Released October 29 


P otently addressing the situation in Iron today, 
and the quesdun of whether the generation that 
includes diiecior Kali I’itls has had the Revolution 
stolen fmm it, Ihe Hunter sits alongside PersepoHs as 
a ranailable dnemadc portrayal of Iranian society. 
And yet the film also feels incredibly universal; 


oficonic American films of the 1970s. 

Recently released from prison, Ali (played 
by Pits hanselO returns home amidst calk of the 
upcoming elections and promises of change. VThen 
not spending time with his wife (Mitra flajjar) aetd 
young daughter, he rctreais to his favourite pastime 
of hunting in the secluded fnteai north of town. 
But afarr tragedy strikes in a police shoot-out with 
demonstrators, At is pushed over the edge. A series 
of violent events returns him to the forest alongside 
two police officers, but when his warring captors lose 
their way in the woods, the line between hunter and 
hunted becomes difficulc to define. 

Shot during last year’s presidendol election 
campai^ in an attenpt to capture the energy in 
the counliy and to convey, as it most explicitly 
does through its li^tb' wound central character, 
the notion of a ticking time-bomb society, The 
Huma also makes fantastic use of its two disiina 
environments: the uiban and isolating Ichran and 
the forests near the Caspian sea where Ali forages 
and hunts, eventually finding something of himsdf 
afiet the trauma he has suffered. 


Shot during the winter months, the film's 
muted tones pafectly refiect All's subdued motxl 
as he shuttles back and forth in he matte-green car. 
Minimalism has been a watchword for ths confident 
and dislinoive filmmaker, and in his pared-dcMH 
aesthetic, introspection and nominal dialogue, Pitts 
exhibits echoes of Jean-lfierte Melville and recalls 
VTalter Hill’s The Driver. 

And yet for all its obvious intellect, the success 
of The Hunter as a quiedy effective if existentialist 


piece of suspense should not be underestimated. 
This is a nuanced, multi-li^’ered and effortlessly cotd 
work that deals not only with politics and the moral 
order, but also Inicirogates the notion of censorship, 
social mores and religious values in coruemporary 


Iran. Jason Wood 

Anticipation. 'I'he follow-up 
to the contemplative li’s Winier 
from a modern master of the 

^1 

Iranian new wave. 


Enjoyment. Exerts a vice-like 
grip from the very first frame. 

k 

In Retrospect. Seemingly 
destined to go largely 

of precision and complexity. 

k 
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Matt Reeves 

The Let Me In director 
gives us the inside story 
of how he came to remake 
a modern cl as sic . 


Filmography 
Matt Reeves 

Lei Me In (2010) 
Cloverfield i2U0h) 
The Pallbearer (1996) 


lew byJona(/><tn Crockei 


Cloverfield in Jsnuary 2008, a 
[his project that 1 had been 


Lindqvisi and Tomas Alfredson were using [he from the vampire aspect, obviously, the story w 
vam^nie genre as a metaphor for the pain of very true to his childhood. 










Let Me In 


Oirecled by Malt 

Scarring Chloe Mortla. Kodi Smil-Mc Phee, Richard Jenkin* 
Released A'ovcm bar S 


m ^ a windkig, snou^hanked hi^way in (he 
I H nown of Los Alamos, New Mexico, La Me 1 


Macs Reeves. As she whir police sirens fields Co 
Midiael Giocefaino^ relentless, looming score, the 
mne is ominously and conspicuously sec. lliis is a 
horror film, Moody and unabashed. What else did 

expect? 

Understandably, though perhaps unfairly. Reeves 
has been at the mciey of the bloggers' wrath ever 
since his name was attached to this adaptation of 
John Ajvide Lindqvisi’s notel and temake ofTcaias 
AUtedson's anti-honor masterpiece, Lei the Ibghi 
One In. Of all the doubts cast oter Lei Me In, one 


Esue recurred more than any other: the director, 
whose only previous featirre, 2008^ Qoveifieid, was 

Such quahlies trould be indispensable for ai^'ooe 
iooiartg to capture the serenity and entoiional 
maniriry of Alfredson's original. But Reeves* film 
isn't about holding hack. It's about classic archetypes 
victims, suburban tedium and hl^-school politics. 
Ii^ about bloodshed, revenge and unleashing the 
beast mihin. 

Superficially, then, Im Me In is a fuH-Muwn 
genre flick the eerie quietude to deftly composed 


by its predecessor is here ousted by bloodcurdling 
screams and eyc-watedng violence. It's expiidl, but 
somehow this change of tack works 

It's easy to condenm Reeves for lryif% to 
spoon-feed the uncultured masses, hut La Me In 
bn'l aimed exclusively at oudiences who And slow- 
bumatg Swedish drama a hard sell. Under the newly 
resurrected Hammer banner, even the most ardent 
taiuc would be hard-pushed to brand La Me In the 
cinematic sacrilege it might have been. 

In truth, the mote you draw comparisons 
between the twt' fllms, the more incomparable they 
become. Shoi-lbr-shol leconsiruciions of sewial 
iccmic scenes may reaftirm Lei ihe Oglu One In's 
unequivocal brilhance, but Reeves newr concern s 
himse lf with trying to better perfection. Instead, be 
simply tells his version of a bittersweet coming-ofage 
story that, in essence, could tale place on ar^ street, 
in any nei^iboirrhood, in any town. 

His task is eased by the presence of Chloe 
Moteiz and Kodi Smil-McPhee, who, after slaving 
OS' supetvillains and the apocalypse respectively, are 
superb as the more anglidsedAbhy and Owen. While 
.Moteci and Smli-McPhcc are likely in receive most 
of the i^audits. however, Reeves' dcvdnpmcm of 
several fringe characters (notably Richard Jenkins’ 


Pather and Hlias Koteas’ Policeman) along with the 
odd personal touch chat gives Let Me In ils own w>ice. 

Swapping rural Scandinavia for small ttxvn 
USA and background pop culture references - Mr, 
Pac-Mon, Bowie, televised seeds of Reaganomics 
textures the film with nods to Reeves’ own 
adolescence. Pans of the book and Alftedson’s film 
will no doubt pore over each and every borrowed 
detail, but this is Reeves' own vision and it has a 
iragicgrandeur all of its own. AdamWoodward 



The Kids 


Are All Right 


Directed by Lisa Cholodenko 
Starring Annette Bening, 
Julianne Moore. Marh Buffalo 
Released October 29 



T he Kids An AH Kighi is a searingly funny and 
hearrwanning ccx:ktai] of raiddle-age anxiety 
and adokscenl frustraDon. Sharply written and 
direcied by lisa Oiolodenko, the himmaker 
announces herself as an assured talent with a keen 
eye fnr character and cultural observation. 

Jules (Julianne Moore) and NIc (Annette Bening) 
are a hardworiting coiqile who prize freethinking 
tkmily values. Like all devoted paroits, their primary 
concern b what's best for their children, Joni (Mia 
Wasikowska) and Laser Oosh Hutcherson), and as 
a result their relationship has begun to show signs 

and is convinced by her younger brother to track 
down their previously anonymous sperm donc^r, 
Paul (Mark Ruffalo), a cc»nmitment-phobe whose 
paternal inaincts attend about as far as hb otgonic 
veg paecb. 

Despite initial reservations, Paul is welcomed 
into the family home and aO'otded space to bivnd 


with hb estrai^ed ot&pring. But while Nic maintains 
her wariness of Paul’s apparent flakiness and bratzy 
machismo, Jules prewes to be sU^tly more open to 
hb charms. The Idds might be all ri^i, hut true to 
life, it's the adults you have to worry about. 

lackling the complexities of marriage, 
parenthood, growing up and getting old head on, 
Cholodenko has hand-crafted a sincere portrait 
of domestic life that is compassionate, well 
observed and never condescending. 'Ibe film's 
most significant triumph, however, is chat while 

perfect performances all round oilcpw Cholcxlenko 
to gwe each character’s private concerns their own 

"I'hb b real life; authentic and uncompromisetL 
Hiis ^il? humour ore delicately balanced with 
moments of betrayal and repentance, while the 
cenual lesbian subtext b neither obscured nor 
cx(rioited to some socially pragmatic end. Indeed, 


the emphasb b very much on the coUeciive suenglh 
of ihic particidor unit, as opposed to indHidual 
insecurities or weaknesses. 

Going against the grain of I'crmulaic Holywood 
ccmveyor-hdi mm-coms, Jhe KUs Art Al Right b a 
refreshin^y adult twin on the day-to-day dysfunaions 
of the modem lamily. Adtun Wsodward 


i^nfiCipafton. Cracking cast 
and healthy buzz from Sundance 
and Berlin, formula looks 
familiar, though. 


Enjoyment. Intelligent, sharp 
and extremely funny. 


In Retrospect, family-centric 


3 




An Ordinary 
Execution 

Directed by Marc Dugain 
Stirring Andre DussoIIier, 
Marino Hands. Edouard Baer 
Released November 26 



F ocusaig solely on the first section of author- 
nimcd-filmmaker Marc Dugain's 2007 novel 
of the same name. Art Ordinary Execitrbii paints an 

state under Joseph Stafin. 

Anna (Marina Hartds) b desperate to fail pregnant 
by her husband Vassilli (Edouard Baer), yet ^oids 
most of her working in Ihe local hospital, where 
she b both adcred and despised by fellow colleagues 
due to her mystifying healing powers. 

One day, lo her icnor, Anna b escorted id the 
Kremlin lo relieve the aches and pains of an aged 
and deioiorating Sulbi (Andre DussolUcr) who has 
just purged his own group of physicians. Although 
ffigluened, Anna goes about healing the mmadng 
dictalcr while under the constant threat of having ha 

Desjnte some pronasing fesdvoi chatter, the 
film b weighed down by redundant subplots, which 
could tjuke easSy be remewed without impairing 

crowbaning at Ihearresi of Anna’s mothaandfaiha 
(charecios who are neither seen, heard or spoken of 
ai any other point), suggest that Dugain ■ pahaps 
trying loo haid lo iramler as mudt of hb mwd itiuo 
ibc screen as possible. 

Andyeiinthe lace of these transgressions, hb film 


b tremendously shot in grim arxl dbquieling shades 
to reflect the oppression of the period. Anadst the 
prolfi'aation of minor characters, ifsAndie DussoUia 
who undoubtedh’ steals the show as a dictalcr who b 
at cnce comical and intimidating With a peiibrmance 
that offers a livdy contrast to past deincnons, he 
makes the most of what b abo a terrific script packed 
with moments of dark humour and unexpectedly 
touching melarvcholy. James Wrighi 


H«;qy»M«nf. The incredible work 

is a delight to behold, as is 
the incredible performance of 
DussoIIier. 


3 


In Retrospect. Ni times 
overcomplicated, but with no 
previous filmmaking experience 
Dugain has produced a taut J 

and thoroughly enjoyable 
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19 Oct-19 DecIO 


A season of flms complementing the Firfure Beoufy; 30 Years of Japanese 
fashion exhibition in Barbican Art Gallery. 


Feoiurwig three of the finest Japonese 
directors: Kenji Mizoguchi, Takeshi 
Kitano end Akira Kurosawa; plus 
specid seasons induding GirisWorld: 
Women ei Contemporary Japanese 
Cinema. Japanimation and o 
Japanese Haiioween Shiockfest 
Double Bai 


Sat6 Nov 

Jom os for Barbican LATES, 
featuring Cosplay parades, o 
Goth Loll fashion show, gaming 
tournaments, DJsond more. 
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My 

Afternoons 

with 

Marguerite 


Directed by Jean Becker 
Starring Gerard Depardieu, 
Gisele Casadeaua, 

Sophie Guillemin 
Released November 12 


I f you are hoping Afv AJi(!rn(om teiih Mar^ueriu 
IS a racy prequel to Eric Rohmer's 1969 film AJy 
Nighi mih Maud, prepare to be disappointed, jean 
Becker has lately built a reputation repurposing 
sentimental novels fiir the big screen, including 
2007 'b Cowersahom rciih Afv Gardener with Daniel 
Auteuil. The French director is probably best 
known in the UK for 1995’s Elisa, which stars 
Vanessa Paradis as a wail' desperate to track down 
her father, played by Gerard Depardieu. 

Germain Chazes, a man who's not quite the village 
idiot, but is nonetheless the butt of everyone’s 
jokes. It's difficult to shake the image of Depardieu 
as Ofaelix each time his rotund form fills the screen, 
dressed in blue overalls. 'Ihis is a role Depardieu 
could play with his eyes closed, and often he 
docs just that: he's not so much phoning in this 
performance as icxiing it from the cellars of one 
of his vineyards. You wonder how he has the gall to 
criticise Juliette Binoche when he happily appears 
in such undemanding fare . 

‘I'here are a couple of performances to admire 
though, notably from nonagenarian Gisde 
Casadesus as sweet old Margueritte, who befoieods 
Chazes in the park. They form a friendship as she 

ilhieracy. But as is the way with these things, greater 


knowlei^e doesn’t necessarily elevate him in the 
regard of his fellow villagers. 

'I'be primary attraction, however, is Sophie 
Guillemin as Chazes’ much younger lover, though 
Becker provides no clue as to why this pretty 
woman should want a baby with the doltish, 
if kind, Chazes. Becker does show his unhappy 
childhood with a vampish, hysterical mother, 

if they come from another film. Little better is 
the astoimding and-Belgion prejudice that sees 
iMarguerirte’s nephew from north of the border 
place her in a home that looks like a First VForld 
War field camp. Jonns MlBt 


Anticipation. You have 
to go back to 1 9S3’s One 
Deadly Summer for a Bed 
film with some verve. 

.. 2 

Enjoyment. 

2 

In Retrospect. A sacchan 

ine 

prose poem over the clos 

>ng ^ 

credits underlines the na 



Uncle 
Boonmee 
Who Can 
Recall His 
Past Lives 



O riginally conceived as part of the wider 
Primitive Project, a series of works all set 
in the Isan province in northeast Thailand. 
Unde Boonmee K'ho Can Recall His Pasi Lives 

The essentials? Suffering from acute kidney 

has chosen to spend his final days surrounded by 
his loved ones in the countryside. Surprisingly, 
the ghost of his deceased wife (Natihakam 
Aphaiwonk) ai^eors to care for him, and his 
long-lost son (Geerasak Kulhong) returns home 
in non-human form (as a cuddly monkey-type 
figure with pulsating red eyes, which looks like 
it may have escaped from a 1970s Bigfooi hoax 
photograph). Contemplating the reasons for his 
illness, Boonmee treks through the jungle with 
his family to a mysterious hilltop cave - the 
birthplace of his first life. 

from the director’s earlier features and local 
non-actors (Saisaymar is a roof welder), the film 
was originally conceived as an homage to the 
influences of Apichatpong Weeraseihakul’s youth 
- television shows shot on 16mm in smdios 
with strong, direct lighting, actors mechanically 
repeating lines of dialogue and monsters clothed 
in darkness to hide cheaply made costumes. 

Operating like a stream of consciousness 
with distinct shifts in tone, Unde Boonmee is by 


turns ironic, poignant, profound and languidly 
sensuous and erotic. At the film gently unfolds 
we realise that we are witnessing an incredibly 
moving and quite transcendent experience about 
life's passing and the transmigration of souls 

For VC^erasethakul, I'llmmakiog remains a 

of both the universe and the human mind. 
However, the film is not purely sensory. 
For the director, Boonmee and his beliefs act 
as an emblem of something that is disappearing 
in the face of a new 'lEoi state resistant to 
cultures and beliefs that do not match its own 
ideologies. Jason Wood 


Anticipation. A surprising Palme 


Enjoyment. A film so 
entrancing, original and 
hypnotic that the moment 
it finishes the immediate 
impulse is to watch it again. 


In Retrospect. A truly singular 











Chico ScRita 

Dicecied by^awier Mariacal, Fernando Trueba 

Starring £niiin Xor Ona, Limara Menetes, Mario Guerra 

Released JVotieni ber 22 


T be streets of Havana ate au/ash wiih cigareae 
anoke, vv4ute nmi and Ladn jas.'HiIs is Cuba, 
J 94S, long before La Revoliiaidit and tbe Bay d 
Pigs a tune vrfien the seeds of civil disobedience had 
ycKosptout.Asaluringas this virile young fUvttneU, 
however, Chko &muLts the tide suggests, is not the 
aoiy of a diy, but a ule of two lovers. 

OITarultcd sueel weslip into a postcard cabaret 
club where Chico (Entan Xor OAa), a renowned 
local jazz pianist, and his bosom buddy Ramon 
(Mario Chierra) are on the prowl. Not for skirt, 
but for a singer. The drummer’s four-count gels 
tbe house band started before a heavenly tim bre 
fises the room in hushed rapture. As Rita (limara 
Meneses) lets fly, Chico’s eyes widen in reverie as 
lust swells andbri^i lights beckon. 

If thk cliched overture fails to get your cardiac 
cords strumming, Chko & Hiia probably isn’t 
for you. l-inle of what follows secedes from the 
mroaniic melodrama formula, as our eponymous 
couple's lairy tale fling is defined by acts of 
unfaithfulness and remorie, bitter fareuelts and 
aflectionaie reconcilement. Avoiding the obligatory 
would certainly give Chko Rita greater resonance. 


but with tone and texture accented so emphatically, 
it’s no surprise to see the norratiw take a nosedive. 

As stardom sets Chico and Rita on separate 
paths, ne drill through the years on airwaves ignited 
by a dulcet bolero that declares their love eternal. 
But as we leave the rattle and hum of Havana lor 
the notably more pallid reaches of New York, Pahs. 
Hollywood and I. as Vegas, do we actually care where 
our lovesick duo will end up? Just about, perhaps. 
But Chko &• Rita never (juite feels like the product 
ofa decade-long artistic teladonship 

And yet that is what it is. One of Spain's most 

Trueba.metJavierMariscalatierbeingaskedln create 
a poster for the director’s 2000 Latin jazz doc Ctdie 
54. Afier years of close and fruitful coUaboranon, tbe 
idea of coKiirecung an animated feature ptesenled 
Trueba and Mahscol with the perfect platform to 
showcase their rmilual passion for I.atin culture and 
Cuban jazz. Somehow, however, this passion doesn't 
quite come across as It should, even with the aid of an 
infectious soundtrack courtesy of legendary Cuban 
composer BeboValdn. 

'Ihe animation plays some 


each and every frame drips with the rhythm and sjnht 
of Cuban life in the mid-cwentkth century, crude 
line-work means chat our protagonists’ emodons are 
never conveyed as profoundly as they are pledged. 

Havana might be little more than a badedrop, 
but in truth the film Is at its moa enchanihg when 
this ininxicadng diy takes centre aage. Ikir all iheir 
allendon to detail. Mariscal and Trueba obscure ihe 
one dtaracier that m^ht haw made Chko & Rua the 
classic it strives so hard to be. Adam ^^bodward 


Anticipation. An anin 

aaled 

valentine to Latin jaz 

z? Lead 3 

the way. 


Enjoyment. Likeable 

enough, ^ 

but love don’t come e 

asy. J 


In Retrospect. Look past 

3 





part in this. While 





Lukas 

Moodysson 

Man Maelstrom 


H jjk My eniire career is buili on contusion 
and curiosity,” asserts Soedish writer 
I W I and fUininaker Lukas Moodysson. '"Sk 
all share a basic instinct in trying to understand the 
world around us, and for me that comes from being 
totaliy confused by the world and in turn being 
fosdnaiedbyhow we, as human beings, Uve together 
and ultimaieiy how we etq^oit each other.” 

As an aspiring poet growing up in the sleepy 
suburbs of Akarp, this inquisidve obsession led 
Moodysson to ponder the world in its myriad 

forms and sirucfures. But poetry, by its introverted 

nature, could only feed his fascination for to 

long. In his cariy twenties, despite having already 

been published, Moodysson began to expand his 
artistic horizons. 

”When I started as a tvriter 1 spent many years 
thinking that itsvas my one and only calling,” says 

Moodysson. “1 saw films just as entertainment 

and literanire as the only serious art form. But as 

and more interested in moving images. 'Jlie first 
thing to leally change my mind in chat sense was 
Twin Peaks-, it opened my eyes in a way I never 
imagined possible." 

Shortly after, in 1992, Moodysson enrolled 
in the Dramaiiska Insiiiuiei, then Sweden^ only 
film school. It was a life-changing decision made 
‘'purely in response to [my] gntwing frustration with 
writing". But, as Moodysson explaiits, it also came 
at a time when Swedish cinema was in desperate 
need of some young blood. ‘'When I was making 
my first short films it was a dark Lime for Swedish 
cmema. Most filmmakers were trying to imitate 
a Hollywood style; everyone was jirst interesed 
In making comedv or romance, it was oil very 
shallow, tery simple and conventional.” 

Since maldng his feature debut with PueJang 
Amil (later renamed Show Me Leve after the Robyn 
song at the end of the film, following pressure 
from 1 US disiribuior). Moodysson has been the 
single most infiuvnliai force in re-establishing 
Sweden on the world cinema map, rekindling the 
refined craftsmanship of Ingmar Beigman and 


Victor Sjosirdm by championing a progressive, 
intellecnially-siimuladng narrative style. %t for 
all his critical and commereial success at home 
(Futking AmiU out-grossed Titanic domestically 
in 1998), Moodysson admits that his stoke in the 
future health of Swedish cinema is minimal. “I'm 
not involved in that industry at all, 1 very much do 

my own thing and 1 will always continue to work that 

way," he reveals. 

Popularity is trivial to Moodysson. “If people 

like what I do then I'm very happy about chat, but 

I try not loihinkabouiwhaipeople think coo much," 

he says. “As a human being I'm always very happy 

when peof^ like my work, but as an artist it's better 

if people don't like what 1 do because it forces me 

to think about what 1 realfy want to do. When I get 

a lot of positive reactions it becomeseasy to make the 

same film again because you want to have that same 

feeling of appreciation. But at the same time you've 
got to make sure ^u don't deliberately go and do 
the opposite of tvhatever you've done before.” 

'rhis need to distance himself from the fiock aixl 
defy expectation has allowed Moodysson to carve 
out a dioinctive niche. It has also earned him his 
fair share of enemies. At 41, however, Moodysson 
exhibits link of the hostility once reserved for his 
peers and critics. Today he is widely regarded - ewn 
revered - as a provocative freeform filmmaker whose 
work consistently seeks to deconstruct audiences' 
perceptions of modem social habits. Prom observing 
coniemporary society thmugh the stark prisns of 
child abuse and human trafficking in 2002's Lifya 
4-Bver and the amateur pom industry in A Hale in 
My Mean, to the stripped-down black-and-white 
existentialism of 2006's Comainer, Moodysson^ 
work is raw, uncompromising and unpredictable. 

Comparatively, Mammoth is his most orenly 
commercial film. It is shot primarily in the English 
language, fronted by two prominent Lnceraadonal 
leads in Michelle Williams and Gael Garcia 
Bernal, and has a conventional narrative scruciuR. 
Is Moodysson edging closer towards mainstream 
filmmaking? Quite the opposite, he suggests. 

~Ai the moment 1 am very much not a 


filmmaker. I'm very tired of making films to be 
honesL It changes from day to day, but sometimes I 
wake up and it feels like it's over, like it's lime Intake 
a new direction completely. And there's no sadness 
in that.” He continues; “I'm thinking of taking a long 
break from filmmaking because it's very difficult to 

make films. As a director you have to react to thin^ 

quickly, to change things in a split-second, and 1 
don’t feel like I have that speed ri^c now. I find that 

very difficult at the moment. I’m writing the whole 

rime and I'm really focused on chat at the moment.” 

While it might sound as if Moodysson has fallen 

out of low: with cinema, this revelation is merely an 

acknowledgement of the creative strain that comes 
with the territory of independent filmmaking. From 
page to screen Alarninuffi lookmore chan three years 

to complete, with Moodysson spending almost 

hall' that time “writing, rewriting and changing 

my mind about the script, probably more so than 

wonder that Moodysson is now looking to refocus 

Far Moodysson writing is a “totally immersive” 
process ihtou^ which he is able to nourish his 
fascination with what he describes as “cultural 
schizc^hrenia: the schizophrenia of being human; 
how our ideals often clash with our needs and how 
difficult it is to he the person you warn to he.~Wiih 
such outspoken personal ideologies - be counts 
himself as a vegetarian, spiritualist and feminist 
this self-imposed obligation to learn about and to 
educae the world means that Moo^sson's harshest 
critic is iritimately himself. 

Throng his writing, however, Moodysson will 
always have a means throu^ which to exercise 

can be like a tidal wave hurling itself at you, and it 
is wonderful to sometimes he able lo aefoieve that 
as a director," he says. “But in order to achieve that 
1 have to focus on my writing first. 'Fhai has always 
been the basis of everything I do.'l'hai b my main 
interest. It always will he." 

Gbeck out the full transcript online now. 











Mammoth 


Direcled by Lukaa Moodyaaon 

Stirring Gael Garcia Bernal, Michelle Williama, Mari/e Neceaito 
Released JVotienibcr S 


e fibre of Lukas Moodysson's 
muldfaceied film is intricately thread. It’s also 
a superficial reference to a S3>000 fountain pen 
presented to the film^ male protagonist l,eo (God 
Garcia Bental} that’s finished with ivory cut from 
the fossil of some long-extinct Siberian besa. And 
ilV an allusion to a line Irom one of Moodysson's 
own poems: 'Our Savior burled like a Mammoth’. 

Multilingual, impulsive, sprawling, Mammaih 
does little to dispel the view that Moodysson is a 
maker of purposely ’difficult’ films. Here, however, 
the Swedish writer/director marries tangible 

death, infidelity, child rape - in a way that is both 

catefiilfy honed nihilistic style, 

This could so easily have been cut from 
the Babel or Crash cloth, but Moodysson 
knows bettCT than to bully his audience with 
overwrought sentiment and sugary musical cues. 
In Mammaih. the characiers are more human, 
the narrative less hollow and the moral nuances 
less emphatically rubber-stamped onto the 
audience’s soul. 



The plot hinges m on iD-faled junctuie at the IKes 
of a cosmopolitan New York cotgtle. Leo, a videogame 
nut-curo-dotcom entrepreneur, is fiown to Thaiand 
to pen a lucradw business deiti, leavit^ wife Plhvi 
{Michdle Wiliams), a surgeon, to lot>k afia tbev 
whip^mart young dau#ier]ackie (Sophie Nywide). 
On hand to help is b’Dipino nanny Gloria (Marife 
Neoesiio), who^ laken up expat status to provide 
a better Sfe for her boys back home. 

VChai plays out is a sombre haSei of sacrifice 
and sullcring as Leo feasts on forbidden fniii, 
Hllen wiuiesses her maiernal bond fade, and Gloria 
questions whether the course she has chosen is 
truly best for her family. While these biter fixes 
are dicumslanlially justified, Leo^ bidiaviour is 
shamefiiUy uncharacteristic. His dramatic shift at 
princ^es afier fust a &w days away from borne is 
a boll from the bhie that diatters the auibeniiciry of 
our svedded pair's rebtiextsh^. But does Moodysscii 
aauo^ want us to care, cc does he simply rdish 
leading his characiers (and audience) through hdl) 

Much like 2002'% Lifya •t-Bver, Mammah is a 
declaration of Moodysson's contempt towards 
the atnueni and ihc Immoral. 'I'he patent cultural 
disparities that flavour each nartaiivc arc are a 
thinly veiled stab at capitalist-driven globalisation. 


embodied by the juxtaposition of Leo and HUen's 
opulent SoHo penthouse against the Ueak paradise 
ori'hailand and the Philippiaes. 

This is Moodysson^ first English-language 
film, and for it he has crossed oceans and exjdored 
new worlds to put VR»iero iDs to the sword. 
Yet while restoring Leo and Ellen’s equilibrium 
in the final aci smacks of generic conformity, 
ihc reality is that Moodysson is simply telling it 
like it is. 'I'me to life, while the privileged 
comfortably slip back into routine, the vulnerable 
must lick ihclr wounds and the poor are left 
to count the cost. Adam Woodward 


Anticipation. Controversial and 
unconventional Swedish director 
meets heavyweight indie stars. 


Enjoyment. Very linle. 
Mammoth is a masterclass 
in fccl-had cinema. 


In Retrospect. Moodysson 
is a rare breed. 


Of Gods 
and Men 

Directed by Xavier Beauvoit 
Starring Lambert Wilson, 
Michael Lonsdale, 

Olivier Rabourdin 
Keieased December 3 



S et in the copper foothills ofthe Atlas mountains 
in noriheni Algeria, Of Gods and Men foUows 
a French Qsierdan brotherhood that lives by the 
earth and dies by the word of God. Civil war has 
ravaged the country, but ihrou^oui the chaos this 
holy order has stood firm, selflessly offering aid 
and sanctuary to the Muslim villagers who till the 
cracked clay beyond the grounds of theTibhirine 
monastery. It's a delicate harmony - one that's 
about to be broken in devastating fashion. 

From the flrst communal hymn, it's clear 
chat director Xavier Beauvois is mU versed in 
the ideologies of monastic life. Authenticity is 
paramount, and as such Beauvois exhibits his 
protagonists' belief intimately and sincerely. It’s a 
bold move that could have backfired; turning off 
viewers made uncomfortable by the slightest whiff 
of religious dogma. And yet Beauvois' aim is not to 


sanctify this altruistic brood, ForaU the romanticism 
in the displays of evensong and strolls through sun- 
bleached olive groves, the meat and gristle of this 
harrowing true story arc never werloofced. 

From the intrusion of cutthroat fundamentalists 
- come to spill blood and pollute the air with fear in 
the name of another divine father - to the humbling 
Last Supper scene, Beauvois captures the gravity of 
the monks' sacrifice without compromise. This is, 
however, subjective filmmaking at its most flagrant: 
our brelhienk good deeds are starkly juxtaposed to 
the shrieking irrationality of their AK-waving foe. 




Enabling this is Lambert Wilson’s Abbot 
Christian, who serves as ambassador, educator 


and peacemaker. But Chrisnan’s efforts to ward 
off the guerrillas are in vain. As a tired remnant of 


post-colonialism, he is the last good shepherd in 
a land scarred by the hands of men. Ln thk bleak 
light, faith has never felt so hopeless and yet so 
precious. Adam Woodward 


Anticipation. I’icl 
Grand Frix in Car 


Enjoyment. Move 

s at its 

before delivering 


hammer-blow of a 

n ending. 

In Retrospect. A 1 

ittle narrow in 

its scope, but cine 

maiically Of ^ 

Gods and Men is n 

ear faultless. * 


Outcast 

Directed by Colm McCarthy 
Starring James iVeabitf, 
Niall Bruton, Kate Dickie 
Released December 10 


W ith the newly reanimated Hammer Kims 
releasing movies on both sides of the Atlantic, 
and the noughlies giving birth to committed British 
genre directors like NeiJ Marshall and Christopher 
Snsilh, three’s a sense ihat indigenous horror could 
return to something like ils ’60s and '70s heydn'. 

The latest effort is wiiler/director Colm 
McCarthy’s Ourcast, which creeps into cinemas 
tiixier the heavy bunden of being marteted as the 
most origmal horror since Lei the Right One In. 

litis heady mixture of kiLhen-sink drama, Celdc 
creeinncss and ancient witchcraft transported to 
present day Scotland manages to be both refreshing 
and a link too familiar all at once. 

llic story centres on Mary (Kate Dickk) and 
her sulloi teenage sun Heigal (Niall Bruton) who 
are living a uansireu Kl'e on the run ffom someone 
or something. When th^ come to rest in on 
Hdinbiugh council estate, Fergal catches the eye 
of local stTuizgtet Peliunella (Hanna Stanbridge). 

introduced as Calhal, a brooding flgttre with magic 
powers assigned to track and kill the pair for reasons 
unknown. And so the scene is set as tre essendally 
jump between Caihal’s ham-fisted hunt and Mary’s 
desperate atiempu to keep her son sale from harm - 
and the aneniions oflktronella. 

For all that Oacasi takes itself very seriously, 
there are times when it slips into /Tie League of 
Oenilemen territory. It's an uneven exercise in which 


the dillbrcni story strands don't always mesh and 
the film's younger cost members are hard to connect 
with emotionally. 

suggests McCarthy could be one to watch, 
while Nesbitt and in particular the wonderful 

performances. The use of special effects is also 
extremely effective. Bruce Ackland 


y4ntlCl]pa(iOn. The comparison to 
Lei the Right One In is unhelpful 
but al least promises something 
a little different. 


Enjoyment. A zippy running 






In Retrospect. By no means 


a complete success but there's 
enough here to make you keep 
at least one eye on McCarthy's 





CINE-CITY.CO.UK 

THE 

BRIGHTON 

FILM 

FESTIVAL 

18 NOV -5 DEC 2010 

NEW FEATURES include: THE KING’S SPEECH; 

THE AMERICAN; OF GODS AND MEN, l£ QUATTRO VOLTE; 
NEVER LET MEGO; BIUTIFUL; SOMEWHERE: 

WEST ISWEST;SUBMARINE. 

DRf AMfNG iN COLOUR: Derek Jarman's BLUE, live remix 
performed by Simon Rsher Turner with narration from Black 
Sifichi; l£N LYE pioneer of 'Direct Cinema'; HAND EYE VISIONS 
Cameraless Fim; The Magical World of SILENT COLOUR 
+ CAPTURING COLOUR; Film, Invention and Wonder, 

Brighton Museum & Art Gallery |4 Dec 2010-20 March 2011). 

SMITH & WILLIAMSON Brighton & Hove's own film pioneers. 

•f MASKA Quay Brothers; COMING AHRACTIONS 
Peter Tscherkassky; Gustav Deutsch; Grant Gee; 

SWANDOWN Andrew Kotting and lain Sinclair. 

BOOKING NOW 0871 902 5728 


CIN^ 


I 


The UK’s first film festival exploring English identity in film 

Featurirog an opening dscussion event including Kwame Kwei-Armah, 
David Morrissey (Tbc) and Professor Jeffrey Richards 

Call the box office on 0 1 332 290606 for more details 




Jim 

Select Filmography 
Jim Broadbent 

Another Year (2010) 

Broadbent 

Harry Potter and the Half-Blood Prince (2000) 
And IVben Did You Last See Your Father? (2007) 
Hot Fuze (2007) 
Vera Drake (2004) 

National Hero 

Interview by Adam Woodward 

Gangs of New York (2002) 
Iris (2001) 
Moulin Rouge/ (2001) 
Bridget Jones’s Diary (2001) 
Topsy-Turvy tJ999) 
Little Voice (199S) 
Bullets Over Broadway (1994) 
Life is Sweet (1990) 

n a brisk mid-August morning, Jim says BroacDxnt. “At school I w 
m g Broadbent sits in an allotment on andmymoiherwas very keen or 
1 1 the outskirts of Derby. Mike Leigh is Ve went to the theatre a bt, at 

as always quite arty called il/nmirnitiis with Ken Campbell. 'Ibai was 

1 amateur dramatics, a huge, lil'e-changing job for me starting out, but 
id after I left school there's one line I always remember from iL 'It's 















fiinn y itaing. Kicry L 


ke Leigh iUm. 1] 


ieby ih 


you're never sure whelher you should bother- Every 
time the credits roll, you're so glad you did. 

With a mle that sounds like a tired sigh, Ixigh's 
titsn premises another payload ot the Bnt auteur's 
wcll-wim iradcimrits; a talented hut unsexy cast 
flexing their improv muscles in a bleak, ulky. 
slimline story about how hard life is.'l'he kind of film 


you just bow 
orkshop saipt- 




Wauiting Another Year remit 

sculptmg sessions, he's foitnd i 
teal life (or something like it) ii 
filmmakers in the world can dream of. He's some 
land ofanematic magician, but his films are no trick. 

Robert De Niro wouldn't survive in a Mike 
Ixigh fibn. 'Iltey're not about throttled powder- 
kegs of rage, they're about ordinary, real people 
the hardest kind to portray. They're really abentt the 
liny, precious things in life the most difficult ones 
to dramatise. 


Here, we're in North London, in the home of 
an aged and hai^ify married couple, geologist Tom 
(Jim ftoadbent) and therapist Gent (Ruth Sheen), 
■IlKy're not perfect but they are deeply in love. 
Dibiiing around them are family and friends who 
are all searching for what they have. 

'Ibcirsttnjoc (Oliver Mailman) is a tubby lawyer 
who's kind and hard-working but still hasn't founds 
parmer. Ohildlest divorcre Mary (Ixsley Manville) 
is a friend of Gerri whose chesy facade feebly madts 
loTKliness, desperation and a taste for booze. 

Like Ozu, Mike Leigh possesses the priceless 
alxlity to hit you with the urtseen book. Nothing 
see ms to happen, htil suddenly ids aB there. 'The 
little everyday moments are acruiilly the b^ tbin^ 
in life hope, disappointment, love, loneliness, 
sadness, joy, birth, death. 'Jbey're all ri^ here as 
the [dot unfolds over the course of four seasons. 

Beauiilully. tentiiivcly photographed by Ixigh’s 
long-time coUaboraior Dick Iktpc. it's a film without 
a fake word: the dialogue is witty, natural, muskal, 
quiet, quick-fire, subtle and very British. Broadbent 
and Sheen are beyond wonderful, etching ibcir 


marriage with decades of kindneA, tolerance and 
understanding. Manville, meanwbiSe. [fitches her 
own turn at just the tight side of fresled. 

If anything, their performances ate to gentle, 
clear and iruihliil they scarcely seem like real acting 
at all. Ixigh, coming off the hack of Happy-Go- 
Lucky, is on a laic career roll here, one that hardly 
requires the further cmbcllishmcm of awards for 
us to recognise just how imporum he is to our 
country's filmmaking canon. Jonalhan Crocker 


Anticipation. Another Mike 



Enjoyment. 

O h . We appear to be crying. 


In Retrospect. The film this 
mustn't. See it. Thank us I 




Directtd by Kyle Potrieh Alvaret 

Siarring Brian Gerashty, Margueriu.' Moreau, Kel O'Neill 
Released December J 


D avy Mitchell is an aspiring writer itavelling across Middle America to 
prismoie his unpublished bonk of short stories. But his trip takes an 
unexpected turn when a phone call from an anonymous woman leads to 
some intense dirty talk in his motel room. Davy develops a passionate phone 
sex relationship with the mysterious strangert and his unconventional 
infatuation soon rums into obsession. Easier uiifi Proeriee has aU the makings 
of your archetypal indie - small budgett stadc camera and a hip soundtrack. 
But Kvie Patrick Alvarez's movie stands out as one the year's as-yet- 
undiscosered gems. Davy, plaved by Brian Gera^ty, is an intriguing character 
who manages to rouse sympathy thanks to the actor’s pairted and poetic allure. 
'Itus could well be the beginning of a beautiful CHendship between director 
and star. Lee (SrilEihs 2 3 4 



Red SeWhite 

Directed by Vadi Sugaruli 

Siarring Dani Alamtyah, Rahayu Sarasumli, Luknian Sardi 
Released Novembers 

T hough sporting an uepressive budget and no doubt aiming to emulate the 
kind of emotionally stirring melodrama that racent Korean and Cltinese 
cinema has done so well, Yach Su^di's Rei Cb'W'hiie b let down by a whole 
platoon of war movie cliche get evsything from the grizded driB sergeant, 
a fat private sutlering on the assault course and a rousing score. It is as war* 
movie-by^nunkrers as one could imagine. Ihe Indonesian hghc for indepoidence 
post-'X'orld\(%r II should make a fascinating story but unforrunaleiy it isn't told 
here. Instead we ^t a Bov's Otm advoiture involving a ragtag mfliiia with an 
upper-class bully, a middle-class peacemaker and a spirited farmer taking on their 
imperial oppressors. A moonlit jun^e battle boasts some great visuals, btu the 
narrative offers little emotional investmenL In the end i resorts to slow-motion 
violence, conhrmng its mediocrity. Martyn Conicrio 2 2 2 



I s there nothing Vincent Cassel can’t do? Here the French actor assumes the 

(Laura Neiva} comes into focus over a feacdous summer in Brazil Filipa is 
a young woman coming to terms with the power of her own beauty and the 
moral and sexual repercussions that follow. Mathias is her &ther, the rock in 
her Life eroded by the realisadon that he is having an affair with a stunning 
American tourist (Camilla Belle), All pouty Ups and BamN limbs, Neiva 
is a terrific find as Filipa - her seductiveness underpinned by the attendant 
callousness of youth. Director Heitor Dholia gives the film a glossy sheen 
(with the slightest undercurrent of Ocdipal tension), but Adri/i never really 
moves beyond the talc of one little rich girl's awakening. It's 'Du OC with 
great production values. Matt Bochenski 3 3 2 


T he skyrocketing prices of liong Kong property add a semblance of social 
relevance to this sladier him, but ultimately its woolly psychologicaJ trauma 
is just an excuse for cock-diopffoig, eye-poldi^ nonsense. Josie Ho does her best 
plaving Sheung, on overworked yoimg woman who longs to biw a new apartmatt 
to retrieve the perceived idyll of her youth, a rteat encapsuladon of how her 
happiness can only be conceived within (he system that causes her distress. But 
Pang no-Cheung's cold and clinical direction is depressingly rote. Dream Home 
is trapped within an sicreasin^y formulaic industry that sees honor as 
synonymous with excess, where any semblance ofpi^chologieal or social realism 
is nbscuied by a high rise of gross sensationalism and shoddy gender polidcs. Is 
it possible to expect any kind of worthwhile social critique from a him that is as 
matket-ddven as the crooks ihai blight Sheung's life? James , Mansfield 2 11 




Loose Cannons 

Uicecied b>' Fer2an 02pcliA 

Slurring Riccardo Scanum-io, Micole Grhnaudo, Alessandro Presiosi 
Kdeascd Oeceiiibcr 10 

F cnan Ozpciek's laicu u g typical Italian talc of dynastic change, 'liimmiuti 
(Riccarda Scamarchio) b an aspiring writer who icmms from Rome to his 
provmdal southern hometown where his father is planning to hand the family 
pasta factory to him and brother Antonio (Alessandro IVaiosi). Tommaso plans 
a dramatic ctnlesaon that he's gt^ to escape such drudgery, but is beaten to the 
punch by his equallv closeted brother. One paternal heart attadc later and family 
des are aiapping. Oapetek takes these mot and vs'omen as tbev are, revealing deep 
ODOiions m broad strokes. Hveryorte here is a dtsappointed misfi t, net just the loose 
cannons in the clan. But where a HelHni would ntm include hard barbs of human 
nanire at its worst, Ozpetek's deep belief in family and fiends sees these hortds 
snften the conflict. Loose Camums has the all-embracing, crowd-pleasing virtues of 
adayiimesoap, but a bigger, truerheart. Nick Hasced 2 3 3 



Secretariat 

Dtrected by RandalllVaUace 

Starruig Diane Lane, John Malkovich, Scott Glenn 
Released December 10 

chinaJtz',as every good Jewish girl con tell you, literally means 'chicken fat', 
w Who knows exactly what the Yiddish would be fiir ‘boiled up ham and horse 
bones’, but ‘Secretariat’ seems a very likely carxlidate.lliis tak of wealth, horse- 
breeding and good old faith is just about os hanauv as a study of commodified 
horse sex can be. Faced with bankruptcy, a senile fathe r (who seems no more 
mentally unpaired than any other character in this American pastoral), a dead 
molher artd a farm full of horses. Penny Cbenecy (played by Diane Ijme and 
her amazing immovable face) decides to buck up. grab her new foal by the 
(etlocks and make dreams come true.W'hat results b the most amazing 31-lcngth 
win in American horse racing history, which, thrilling as it sounds, is far more 
graiifyingly realised in the original Belmont Stakes footage Iredy avaDable on 
You'lhbe. Ndl FriscD 3 11 



Leap Year 

Directed by .Michael Roux 

Sianine Monica del Carmen, Gusutvo Sanches Ptsrra, Armando Herndndex 
Released November 26 

M ichael Roue’s impeccably performed debut focuses on 29 days in the life cf 
Laura Lopez (Monica del Oaimoi), a lonely heelonce joumalisi who spends 
her evening drifting from me meaningless sexual ai counter to the ncxi'Diis routine 
leads t.aura to Arturo (Gustawt S^chs Parra), and as their sexual reloionsh^ 
gradually inlensiftes. his increasin^y demeaning requests tap tom a traunatic erent 
in her past. But wiO an nnponant day marked on Laura’s taloidar bring her life 
of pain, sot and aSenaicn to an end) Set eruirely in the confines erf Laura’s small 
apartment, Leap Ifur is a raw artd claustrophobic stirdy of lonefiness and isolation. 
Kev to (be film's hvpnouc appeal is dd Carmen’s tmder artd restraiited performance, 
which makes it dl die more afleciing when we watch her slttwly lose her grip on life. 
LctapKor isn’t a ninwefbr a suni^ofientoon, hut Rowe’s small tale ofsex and despair 
is a tough tr^ worth udtng. Lee GrUnihs 2 3 3 



Directed by Michel Gondry 

Starring SuseUe Gondry, Jean-Yves Gondry, Michel Gondry’ 
Released December 10 


T he'Ihom i'» (fie i/arn catalogues the career and family life of Suzelte Goixiry, 
matriardi of the Gondry family and aunt of Michel, the celebrated director 
behind Ereniol Sutahme of the Spotless Mbtd and Be Kind RevdikL We leant about 
this retired sduxtlleacher through intimate interviews and fiy-on-lhe-wajl scenes 
as she reconnects with former coUeagues, pupils and famitv meiiiters. ’fhese 
interacxions serve as the baclAone of the film, complemented by old Super 
8 footage of the family, originally filmed by Jean- Yves Gondry. Suzcne’s son. 
'Die exploration of the complex bond between mother and son provides the film's 
most compelling and cmoiionally grounded moments. But insightful as Thelhorn 
in the Hean may he. soporific pacing and lack of drama limit this documentary's 
potential. 'Die impression it creates is that we're intruding on liiiie more than 
B glorified home movie. Tom Bogar 3 3 3 




CHAPTER FIVE 
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BRIGHTON'S DUKE 
CELEBRATES ITS ONE 


OF YORK'S CINEMA 
H U N D R E 0 T H BIRTHDAY 


Scpiember, ai«; 

IS lusi dolivcrod its last stand 
Unghton's Preston Circus, 
bouquets of blue and white 
illoons garnish a red carpet 
jiside the Duke of York's 
Picturehouse. Regional press 
’< clusters of local resdents 
aic gathered to celebrate the life of a 
selovcd guest of honour. Inside, the staff, 
srlhouctted in baJI gowns and dinner rackets, 
usher guests to then scats while a pianist 
fills the room with chimes from art old 
Steinway upnght, 

One hundred years ago on this day. tiic 
Otires opened loi business. Its doors have 
remained open ever since, officially making 
It the oldest purpose-built, continuously 
functional cinema in the UK. 

In 2010. on the evening of this centenary 
gala, the audience is being taken on a 
tots throu^ the cinema’s long history, 
eqieriencing the Duke's as it was a century 
ago and discovering how it has withstood 
the stern test of time, A lot has changed 
since former stage actress and founding 
owner Violcl Ucinolto-Wyatt cut the nbbon 
to laimch her £3.000 venture, but on this 
nigm It's easy to peture the scene in I9l0 

Back then a ticket stub would set you 

s 


tcepcnce (sixpence for the oacn 

stalls) and a lull house meant 600 men. 
women and children crammed into the 
cinema's one and only screonng room. 
Behind the rear balcony a 3Smm protector 
would run black-and-white film aside a 
ma^c lantern show. Nowadays digrtal pnnts 
cover 60 per cent of the Duke's listings, but 
spools of dust-sciatched cellulod summon 
the Cinema's golden youth from time to time. 

From the advent of the talkies through 
TWO world wars, tlte cinema boom of the mid 
'40s. fight up to ilic liiith ot the UK's first 
multiplex in 1986, the Duke of York's has 
always changed with the soasona. Yet aside 
fiomibeoddcosiiioticlitt, thcbuildingstands 
retaiivcly unaltered: the columned frontage 
and crimson and magnolia decor give the 
place a warm, distinguished character. 
whSe thefibreglass showgirl's legs that have 
reached 20-feet above the site since 1991 
ate a chenshed local landmark. 

To generations of loyal patrons from 
Sussex and beyond, the Duke's is more than 
lust a cmcma. To one man. in fact, it's been 
kke a second home, As head protectionist at 
rtieOukc of York's for 30yoars andcountmg 
Jitimy Anderson has an especially strong 
affinity with this grand old building. 

'll sa bit ottClnomaParadsosiory.' says 


Arxicieon. "My mother worked — ... usti,. 
in a local cinema when I was at school and 
I used 10 go down there and she'd sneak me 
and my mates into the X films. I hung out m 
the projection box a lot and would pester the 
projeclKinist; ask him questions about how 
emrythingworked. Then onedayvihenlwas 
about 16. the manager came up to me and told 
me the projectionist hadn’t timed ig) arxl 
he'd give me £5 to run the film. I did and he 
offered me a job when I left school I'd tear nt 
my way up to head projectionist by the lane 
I was IB, and I've been here ever since.' 

The dedication of Anderson and the 
rest of the Duke's staff has made it one of 
the most distinguished arthousc cinemas 
in the UK, but as Anderson explains, it’s 
the customers that have been crucial to 
iis survival. 'It's always been the people. 
There’s a real atmosphere here that you 
don’t gel m many places these days. And 
that's why we get so many people VBiting us 
from London and even further. I don't know 
of anothei cinema that means so much to ao 
many people, There really isn't another place 
like it.'UMI WOO DWiUa 

lSP(C(iU.eOOKCOMMEUOIIAIIKGIHE CENIEUR’i 

THEOUKE'SATIOO .‘<iLlBfULtNCHEDilIH- 
CIKEClIYBIIGMIOHFtLUfESIlVAl IHNOVEHBi.. 
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0 D F A T H E R OF VIDEO ART. 
ED THE WAV FOR THE MTV 


NAM JUNE PAIN 
GENERATION. 


) you were watching TV In 1963 
you’d have wiinessod Konnody'a 
demise, got to know an English 
fop In a Tardls and seen your 
favourite band llp-sync lor their 
lives on Ready Steady Go! The 
chunky l>ox In the corner of the 
living room stood for comfort 
and familiarity - at least, in 
most places It did. In Wuppertal, 
Germany, something quite new 
was happerting. 

It was here that Nam June Palk 
Installed his ‘Exposition of Music 
- Electronic Television', where TV 
sets absorbed audio feeds from 
cassette recorders, live broadcasts 
were warped with magnets, and TVs 


screened a horizontal lino. The materiality of 
television was being scrambled m a German 
art gallery, and Its repercussions would 
reverberate around the world. 

Later. In Now York, the Korean- 
born Palk E>oughl a consumer grade 
video camera and pioneered video art. 
recognising video's expressive and 
conceptual capabilities and Its position 
at the epicentre of popular culture. He 
intercepted TV as it became a global 
phenomenon and subverted society's 
early perceptions, scrambling then 
throwing them back, still familiar but 
definitely a bit strange. 

'Nam June humanised tochnoiogy.' 
says his nephew Kon Hakuta. 'He 
was a cultural terrorist who broke all 


conventions with his very sophisticated 
wit and humour, Intelligenco. sarcasm, 
^obal and cross cultural thinking His 
artworks rofloci all ol this.' Citing Paik's 
TV Buddha', a closed circuit TV piece 
in which a Buddha watches his own 
videoed image on a monitor. Hakuta says: 
*Hc made society talk to the TV. [It was] 
a two-way conversation, Instead of what 
had been a one-way conversation.' 

In New York, the lather of video art 
had also befriended the godfather of the 
avant-garde, Jonas Mekas. who recalls 
Palk as 'alar out, wacky kind of guy. very 
funny most of the tlmo, never too serious 
and very, very Irretlonal. Ho practically 
single-handedly brought video and TV 
an Into existence just with a piece ol 





rrutgnei - It was that simple. Actually It 
wasn't. But ho was a genius, so he made 
It look simple." 

Fellow artist Rebecca Allen, now a 
professor at UCLA, recalls their struggle: 
"The art world was snubbing us beeause 
artists couldn’t work with computers, 
that wasn't art. Video was barely thought 
of as any kind of an art form." Although 
society was embracing technology, it 
wasn't without suspicion, especially 
regarding creativity. As Allen says; 
‘It^ like claiming a piano's going to kill 
music because It'll start creating all the 
musical pieces." 

With multhscreen works including 
'Positive Egg’, In which the Image of a 
while egg was enlarged and abstracted 


over a series of TV screens, or his stack 
of over l,ODO TV monitors for the 1988 
Seoul Olympics, Palk approached video 
art with a sense ef humour, humanism 
and entertainment value. He built his 
famous robots from TVs In his nephew's 
bedroom. "It was a funky robot, even as a 
lO-year-old, I knew that," recalls Hakuta. 
"This was not a Sony robot, this was 
a Paik robot - one that was designed not 
to function well nor look good. 'This was 
genius. This was fun." 

Paik later extracted this robot from 
the Whitney Museum and walked it 
down iho sidewalk, only to have it felled 
by a yellow taxi. He called tho event 
'a catastrophe of technology In the 
twenty-first century'. Playfully, he 


reminded us that wo should humanise 
technology, not be dehumanised by it. 

Paik looked Into the future and 
understood not just the power of 
technology but Its creative potential, 
coining Iho phrase 'Information 
superhighway' back In 1974. As Mekas 
concludes: "His mind was always a few 
miles ahead of himself and of all the 
others around him." Paik aimed to be 
the ‘TV version of Vivaldi' and as su^, 
our technology is his orchestra. 

SEETHE FIRST MAJORUK 
RETROSPECTIVE OF NAM JUKE PAIR'S 
WORK AT TATE LIVERPOOL FROM 
DECEMBER I7 20IQT0 MARCH 13 2011. 



H E L M A 


N M A K E R 


LEGENDARY EDITOR 
TALKS MICHAEL POWELL AND MARTIN SCORSESE. 


IN 1969, THELMA SCHOONMAKER 
MET MARTIN SCORSESE AT A 
SIX-WEEK nLMMAKING COURSE 
AT NEW YORK UNIVERSITY. SHE 
BEGAN TO EDIT HIS STUDENT 
FILMS BEFORE GAINING WORK 
ON MICHAEL WADLEICH'S 
INFLUENTIAL WOODSTOCK IN 
1971. IT WAS HER FIRST FEATURE 
FILM AND SHE WAS NOMINATED 
FOR AN OSCAR. TWELVE YEARS 
LATER. SCORSESE EMPLOYED 
HER TO CUT JAKE LA MOTTA'S 
FIGHT SCENES IN RACING 
BULL. THIS TIME SHE WON THE 
GOLDEN STATUE. 

SHE HAS WORKED ON EVERY 
SCORSESE FILM SINCE AND HAS 
BEEN NOMINATED ON ANOTHER 
FOUR OCCASIONS. WINNING 
TWICE (FOR THE AVIATOR AND 
THE DEPARTED). THROUGH 
SCORSESE, SHE MET AND 
MARRIED MICHAEL POWELL. THE 
BRITISH DIRECTOR FAMOUS FOR 
HIS PARTNERSHIP WITH EMERIC 
PRESSBURGER. SCHOONMAKER IS 
NOW OEOiCATEO TO HONOURING 
HER HUSBAND'S LEGACY AND 
PRESERVING HIS FILMS. 


Ybu've spent a life editing some pretty 
amaiing mevies. Can you explain bow 
it hayipened? 

I noser thought I was going to be a film editor. 
N was really accidental. But once I fell mto it 
and staned to learn so much from Scorsese. I 
gist found It to bo the most riveting, wonderful 
iBperience It’s such a creative lob You’re 
taking the work of 200 people who have 
been Inning ihomsolvos through throe or lour 
months laying down thoir porformancos aixl 
their art on fooiago that I then gen to take and 
begin to shape and give pace and rhythm. 

What is the weight of responsibilty iilie 
to bear? 

ThoroS a tremendous amount of rosponsibilKy 
An ednor can make or break an actor's 
performance Ybu can use all the wrong takes 
end cut away from thorn all the time. I thmk the 
reason why Marty and I have boon able to work 
together for so long is because at a certain 
point he began lo iruat mo to search and drive 
Things and flx problems. I think all groat talent 
needs a let of support behind Them and I thetk 

How has your relationship with Scorseso 
changed over the years? 

I didn't know anything about editing when 
I frsi met him - he taught me everything so 
his lasro is my lasle, but wo both have e great 
love of aN forms of an and we can talk sbout 
that all the time and share it Now maybe he 
relies on me more heavily than he did at the 
begimirc wlien he was leaching me. but it 
lusnY changed. There was always a feeing wo 
had the same commitment, the sameatmude. 

The same passion. 


You were married to the late Michael 
Powell, and yourself and Scorsese have 
been influential in restoring Ms fibns 
with Emeric Pressburger. 

We hava an intense occupation with the 
pieaorvailon of fllma: It is somethng that 
unHos us. and in particular the fllma of Powell 
and Pressburger. We’ve been deeply devoted 
to The fled Shoes restoration and now wo’ra 
doing The Ufs and Death ofCofonelSfl/np. and 
wo're detormined to do many others [Many's] 
great love for my husband was a wonderful 

thing that we share every day People don't 
understand how unusual Their films were, 
and that^ maybe why they woienT very wel 
received at the time You have to engage with 
Powell and Pressburger likns. They're very 

profound, they’re very comimnod lo human 
beings and tliey stretch you emotionally 
My generation of fOmmakore was a lot mote 
neurotic. 

Stylistically, how havo Powol and 
Pressburger influenced your work with 
Scorseso? 

For Scorsese It was about the amazing camera 
work and set design and the daraig nature of 
what they were doing within a studie system. 
It struck him when he was five and he saw the 
films on lelavision. He's very jealous of how 
much they got eway with. They made a lot 
of they films during the war, and no one was 
paying any attention ao they got eway with 
murder, and he wishes ho could lodey. He has 
to fight to the death for everything 

Is Riore one sequence within Scorsese's 
oeuvre that you watch and think to 
yourself, That^ as good as we're going 
to get: that's the pinnacle'? 

There are many, but because Raging Bun 
was the first maiorfeaTure film I ever worked 
on.. The final fight sequence look us a very 

long time to edit because we had so much 
range and so many options, and we fussed 
and fretted end spent a huge amount of Ime 
making H righi. I think that’s the most 
tNng I’ve ever worked on. 


stunning 



AVAILABLE NOVEMBER 8 




AVAILABLE NOVEMBER I 

THE SECRET 
OF KELLS 

IIIECTEI IT 10MM MOOIIE. NDflA TVIOMEY (20IB) 

Kids these days We had 77te Magic Roundabout, 
they have a French/Belglan/lrish animated 

Vikingwarnofs.There is. however, a certain lyrical 
Iradhionaltsm poking through. The animation is 
hand-ckawn and many of the action sequences, 
mast notably the underwater 'Beowulf fight, 
recaH ancient mythological stories, fS 


THIS PRISON 
WHERE EVE 

IIIEBTEI IT HEX SLOOMSTEIN (20ID) 


British filmmaker Rex Bloomstcin met Burmese 
comedian Zarganar (aka Maung Thura) ahortly 
Liefore he was imprisoned for 35 years for 
criticising the riding junta. With the help of 
German comic Michael Mittermeier, Bloomstein's 
feature-length documentary explores Zarganar'e 
motivation to challenge the government and 
make his peopio laugh, even while confined to 
a remote prison. U 


IN THE 

LAND0FTIIEFI1[E 

IIIEtlEI BY VADIM JEAN (2DID) 

Documenting the plight of three African-American 
Black Panthers who between them have spent over a 
century m solitary confinement In the largest prison 
in America for a murdar they didn't commit, fn the 
Land of the Free Is an improssivcly balanced and 
provocdhe feature that shines a light on (hchistDry 
and present state of the American penal system and 
the endemic racism that eidsis wHhin it IE 

FLESH OF THE ORCHID 

IIIEtlEI BY PAIHICE DHtHEAU (IS7i) 

The stArjeci of Fhsh of the Orchid matches the 
gauchenese of Its title. Aspiring to fairy tale stature 
but with vety 70e production values, this story of 
a young, emotiortally disturbed woman on the run 
from her evB family is elevatod ro the preposterous 
by a quandary of the bizarre and grotesque, with 
plentyof pathetic fallacy smeared on. R 

DOUGAL 

AND THE BLUE CAT 

IIIECTEI BY SENSE DANDT (1972) 

Magic Roundabout, Eric Thompson's voiceoimrs 
convert French family fun Into English eccenirierty. 
There is nostalgia for the middle-aged, lysergic 
visuafs for the very young or the very high, and 
enough wmy lines and surreal dlgressioris to 
charm just about anyone. AB 


THE TIME 

THAT REMAINS 

IIIECTEI BY EllA SULEIMAN (2009) 

The Ttme That Remains is a sprawling piece 
of humanist cinema that maps the fortunes 
of Nazareth, the biblical town now situated 


diariea written by Elia Suleiman's father yet 
almost entirely silent, this is a coolly obBque 
fifm embroidered with the kind of ironic 
physical comedy romlnisceni ofdBcqucsTatlor 
Buster Keaton. IS 

LE REFUGE 

IIIECTEI BY fflAN(DIS D2DN 12009) 

French director Francois Ozon returns with the 
story of a beautiful, rich French couple who 
indulge in a dangerous attraction to drugs. 
When the boyfriend ODs. his spirit survives in 
his girifrierKf's newly discovered pregnancy. 
Moving to a house in the country, she is joined 
by the brotherof her ex-lover in a seductive story 
that explores the roles of family In a subtle but 
engaging way. IE 

I AM 

A CAMERA 

9IIECIE0 BY KENHY CDHNELIU9 (I9S5) 

of Christopher Isherwood, and telling the story of 
Satly Bowles pre-Cabarel. I Am a Camera was 
igrecied by Henry Cornelius a couple of years 
before bis premature death. But ahhough ha 
credentials sre rock sol Id, the film Is an unfortunate 
affair caught up In the amoral debauchery of Its 
show-off horolno. Lacking a real sertso of place 
or aiy ssnsitiviry to character, it's a study of 
decadence dovoid of depth. IS 

THE MAID 

IIIECIEB BY SEBASTIAN SILVA (2009) 

The eponymous maid, played stoically by Catalina 

for generations. She's getting old and she's getting 
slow. Cue feisty new assislani and resulting 
power battle. Director Sebastian SBva shifis 
gears fluidly from gritty roaliam to dark comedy to 
weepy melodrama, but never really gets the engine 
to fuB throttle. R 




PRAY THE DEVIL 

BACKTOHELL 

IIIEtTEI er GINI flETICKER (2II0S) 

To moel readers of The Fyentng Stsndard, Charles 
Taylor is just the man who Inconvenienced Naomi 
Carrpbell with golf-ball sized blood diamonds. 
And yet Taylor was one of the most destructive 
and violsit warlord/presidcnts in African history: 
TIss extraordinary documentary follows a group of 
Liberian women who, with unimaginable bravery, 
stood up to his regime and helped to bring a degree 
of peace to the ravaged country of their birth. li 

LITTLE BIG 

SOLIDER 

IIIECTEI BY SHENG DING (2DI0) 

Ever the acc^table face of onscreen violence, 
Jackie Chan goes kung fu fighdng on home soil in 
this epic action hybrid. Martial arts protege Wang 
Lcehom plays Little to Chan's Big: a peasant warrior 

schemes to collect the reward promised upon the 
heir's sate return. Mixing slapstick humour with 
heart-stoppmg stunt work, Lirde Stg Sokier sees 
Chan kicking ast and clacking wise at the lop 
of his game. W 


lYlllABLE KOVEMEER 15 

AVATAR 

IIIECTEI BY JAMES CAMERON (2DBS) 

Only a yearoid. already Avatar looks dated, and the 
extra nine miiiutes of largely redundant footage 
in this BkJ-ray release can't hide that. Avatar 
was event cinema, a spectacle that cloaked a 
derivative, over-simplified message about human 
grocd. And don't expect It to look good In your 
living room. One day. Cameron's ego may allow him 
to employ a writer. Until then. en)oy another three 
hours of baK- busting environ mental Ismand grunts 
shouting 'Get some pa Inf IS 

JOURNEY 

OF THE CHILDREN 

IIIECTEB BY OLIVER RALFE (2IIBS) 

world of T7)s Mlghiy Soosh, director Oliver Ralfe 
iniimaiely documents the cult frenzy surrounding 
Noel Fielding and Julian Barratt on their exhausting 
six-month FulureSallors tour. Candy for Booshfans. 
but the uninitiated are unlikely to bo converted by 
this self-lnduigent art -doc. >W 


HAMMER AND TONGS 

COLLECTION 

tmt BY M JENNINGS. NCR GaDSMnN Cm) 

Living and working on a canal barp in northeast 
London. Garth Jennings and Nick GoMsmith. aka 
Hammer and Tongs, have crafted some of the 
nou^ties' most memorable music videos. The kived- 
i« nibi cartons In Blur's Coftee £ 7y the evolvirv 
rrsn 91 lat Boy Slim's nghtHere. RighfNbwand the 
siiitie tragedy of Pulp's Help Ihe Aged are among 

and Tongs' burponing career in feelurea, as well 
aa recall a depart Ing youth. IS 

FIT 

BIBEtlEB BY RIRRI BEADLE-BLAIR (2010) 

Funded by the LGBT charHy Stonewall, and an 
adaptation of the play the group toured arotsid 
secondary schools in an ariemptto raise awareness 
and invert stereotypes of homosexuality (while 
maybe also leinforcing rhem), this is the py 
equivalent to patriotism. Street dancing, considered 

brinp nothing new to the party. IS 

SHADOWS 

OFPROGRESS 

COLLECTION 
BIBECIEB BY VARIOUS (2010) 

The product of hundreds of hours of meticidous 
restoration work from the craftsmen at the BFI 
arcfew in Berkhamsled, Shadows of ^ogress is 
an exhaustive collectipn of British documentaries 
made in Ihe yeara following the Second World 
War. It was a vanguard movement: filmmakers 
determined to capture a society emerging from 
the dust and aahes of war and building on the 
prontiae of welfare and univorsallsm. These vakiee 
are now under threat, and as such these hims 
should be embraced. IS 


SVIILIBLE NOVEMBER 22 

I- E A V I N G 

IIIECTEB BE CETHERINE CDHtlNI (2BD9) 

Kristin Scott Thomas, sneaking bitchy glances 
at TBda Swinton at every minor awards show, 
cominuos her campaign to become impervious 
ID al critica by taking on another French, 
independent, middlebrow romance-drama. It haa 
medtum-budpt, high-tasie production valuee 
lathered on, but it'a ao eoapy you start craving 
a bn of dirt. IS 


AVAILIBLE DECEMBER 6 

LA CIENAGA 

BIBECIEB BY lUGRETIA MARTEL (2001) 

La Cienaga is Ihe debut film from director 

the universally celebrated The Headless 
Woman. Its genesis is clear in this 
shimmering, simmering portrait of middle- 
class decadence and decay, in which a family 
struggle through a caaseleae alarm (literally 
and metaphorically). Thie ian'i eaay or 
smooth but It's compelling viewing IS 

ERASING 

DAVID 

BIBECIEB BY DAVID BUND (2010) 

As a protest picture exposing New Labour's 
cavalier attitude towarde He chizena' privacy 
and liberty, Erasing Oavfd can claim to be 
the moet eucceesful campaigning doc on 
record. Conversely. It may mean ihls film haa a 
dwindling half-life. When David Bond released 
this at the fag end of rhe great social democrat 
experiment, it was pressing and pointed. 
HeleasBd on DVD with a libertarian coalitton 

intimate with its foe. IS 


THE SILENT 



BIBECIEDBYJEANVANDERVEL0E(200B) 


Half an hour shorter than its original. Jean 
van der Velde has significantly re-cut his 
200B release IVir LIchr (White Light) and 

release. After a warlord abducts his son's 
friend with the aim of transforming him 
into a child soldier, a white restaurateur from 
an undiacloaad African country sals out to 
save him. Although an improvement on the 
original, the clichod and at limes Implausible 
screenplay sees If pose no threat to Blood 
Diamond and Ita Ilk. IE 
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semis so ulicrly uintlifiixl by fhe giiovuiis sip imd 
-niiL which Ihe VHS IS whoclet hasinii-v.l(>l h.m ttui 
lesii.m sei-ps iioni uvi-iy li.i'iin SIkI op/r-. down 
< viieer MUMUEDAVKS 


TROS: Legacy Isi^e 




THE MOST OUTRAGEOUS, 
HILARIOUS, BIZARRE 
PR.30N MOVIE EVER TO ESCAPE. 


iMKix ii;u in 

GEORGE UENDELUK 

»>TAKKI\« 

JEFF ALTMAN. RICHARD 
MULLIGAN. JOHN VERNON 

IA«M\E 

THE MOST OUTRAGEOUS. 
HILARIOUS. BIZARRE PRISON 
MOVIE EVER TO ESCAPE.' 

TKAILEK.S 

PARKER. SHE'LL BE WEARING PINK 
PYJAMAS. MAGIC i THE GOOSE 

(HEKKIPHK 

‘I THINK I FOUND HIS WEAKNESS. 
EVERY TIME YOU PUNCH HIM IN 
THE BALLS HE GOES DOWN'* 
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FAT 

CITY 

( 19^4 


John Huston’s best film In over two decades 
- retrospectively viewed as one of the very 
finest of his Illustrious career - Faf City 
takes its place alongside Martin Scorsese's 
Raging Bull and Robert Wise's 1356 
Somebody Up Thera Likes Me as one of the 
most honest and unflattering depictions of 
the boxing world. 

Adapted by Leonard Gardner from his 
novel of the same name, the film features 
a terrific central performance from Stacy 
Keach as Billy Tully, a once-promsing 
amateur boxer who lost the biggest fight 
of his budding career, and then stood by 
and helplessly watched his life descend 
into divorce, further defeat and alcoholem. 
Tully has shacked up with fellow barfly Oma 
(Susan Tyrrell) and is eking a meagre living 
as a larm labourer while still harbouring 
unrealistic dreams of a comeback. 

Hocking up with a promising young 
teenager (Jeff Bridges), proffenng both his 
wsdom and his wily old trainer (Nicholas 
Cdasanto), Tully begins to live Ns life 
vicariously through the younger man. 
Qven a harsh lesson In his opening bout, 
the teenager, who fears for his good looks, 
quickly realises that a career of beanngs 
and disappointment Is not for Nm and so 
the downward spiral of Tully's life threatens 
to continue. 

Shot entirely on location In Stockton, 
California, by the great Conrad Hall. Rat 
City s, like Leonard Gardner's novel, 
relentlessly downbeat and grimly realistic, 
vdiich perhaps explains its abject failure 


at the box office. Set amidst a motley 
community of dropouts, losers and 
couldabeens, the film unfolds in dimly lit 
bars and poody furnished apartments. 
The sense of poverty, apathy and failure 
is pronounced. Escape and success is 
presented as an illusion, but one to which the 
flophouse denizens still precariously cling. 
And none more so than Tully, whose narrow 
and thoroughly unremarkable victory in Ns 
comeback fight Is unromantically presented 
by Huston as merely the inevitable prelude 
to more physically and psychologically 
debihtating setbacks. 

A former amateur boxer, Huston’s 
sympathy for his characters and his feel 
lor the poody equipped gyms and tawdry 
light halls they frequent is acute, whde Ns 
presentation of the action Inside the ring 
IS brief and brutal. There are no carefully 
choreographed fight sequences. |ust out- 
of-condition men some way past their 
prime grunting their way through pain and 
humiliation. The use of sound is incredibly 
effective (particulady the thudding noise 
of flesh on flesh), as is the adoptnn of 
Kris Krlstofferson's doleful 'Help Me Make 
it Through the Night’ as an anthem for 
tNs drowsy-eyod collection of punch- 
drwik desperates and lonely losers barely 
surviving between one drmk and the next. 
An unforgiving film that strips away fantasy 
to reveal a quietly sobering reality, Far City 
found critical favour, reviving Huston's 
reputation at a time when the young guns 
were beginning to take over Holywood. 
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Jacques Tourneur 
Val Lewton 
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T here's a scene in Vincente Minneiii’s 
proto-yuppie Heilywaad satire The 
Bai/andtheBeauliful{\35Z) in which 
Jonathan Shields, the ruthless young 
producer played by Kirk Douglas, realises 
that the costume budget for his 8-screamer 
Doom et the Cat Mon will run to little more 
chlIBng than some clip-on furry ears and a 
moth-eaten tafl. His solution is atmosphere’: 
to use the shoddy lighting and agoing tHm 
slock at his disposal to enhance the shadows 
and suggest barely glimpsed terrors lurking 
In the dark places. Douglas' character is 
usually thought to be based on Orson Welles 
but this scerte refers to the less well-known 
Val Lewton who, along with fellow misfit 
Immigrant Jacques Tourneur, brought noir to 
horror and gave audiences a whole new way 
to enjoy being terriflod. 

The pair were boys when their parents 
joined the vast wave of European migration 




to the US in the early twentieth century, 
but neither were Immigrants of the 'huddled 
masses' variety. Tourneur’s father was a 
French director, and the Ukrainian Levrton. 
or Vladimir Leventon as ho was then, was the 
nephew of a Broadway star, 

Noveriholess, by the time the two met 
in 1935 on David 0 Seiznick’s A Tale of Two 
Cities, they were both well-versed In the 
bargain basement end of showbiz. Tourrteur 
had been forced to spend years as a script 
dark before he got near a film camera. 
Lewron's beginninp were even more humbte 
- churning out novelisations of hit films for 
MGM's New York publicity office. 

Around the time Tourneur released his 
first short back in France, Tour ca ne vaji 
pas famour (1931), Lewton tasted success 
with his pulp novel No Bed of Her Own. 
With characteristic Impulsiveness, he quit 
his Job and rattled off a further three books 


in the space of a year: they bombed, and 
Lewton headed to Hollywood just as 
Tourneur was steaming across the Atlantic, 
disINuslonsd with the financially straitened 
R'onchfllm industry. 

Mercilessly exploiting the most tenuous 
contacts, Lewton got a job on Seiznick's 
staff, and when he was thrown together with 
the equally young Tourneur to direct the 
Bastille sequence In Two Cllies, he reaBscd 
he was working with a unique talent. Lewton 
was a smart operator - a clever story editor 
adept at sniffing out marketable ideas - but 
Tourneur had the vision and the ablity to 
create a unifying atmosphere In his scenes 
that was born, not made. Over whisky sours 
in the Mahikl Lounge at Venice Beach, the 
two bellyached over their contracts as MGM 
second-unit men and high-balled harebrained 
ideas. But Lewton’s tireless legwork for 
Sdznick hadn’t gone unnoticed, and when 




RKO set up a horror B-picture unit in 1942, 
he was offered rhc job of running the iess- 
than-salidirious operarlon. His choice 
of director for the first movie was both 
obvious and inspired. 

Jacques Tourneur’s debut feature for 
Lewton was Car ^op/e(l942), the story of 
a Serbian fashion designer who’s ioath to 
get it on with her new American husband, 
Just in case she turns into e panther and 
tears his throat out. The script, from the 
pen of potboiler-merchant DeWitt Bodeen. 
was serviceable but no masterpiece. 
Tourneur's genius was to visually 
emphasise the noirish, psychosexual 
elements over the supernatural, mapping 
a journey Into a tortured mind that used 
monster movie Imagery as a disturbing 
backdrop. Cat People Is the moment a 
filmmaker began to suspect that whatever 
he could put on screen had nothing on 


the squirming demons haunting the 
imagkiatlon of American audiences. In 
turn, Levirton’s genius was to understand 
how well that set-up fitted his contractual 
obligation to bring In all his productions at 
under $150,000. 

Tourneur end Lowton quickly followed 
Cat People with another atmospheric tour 
de force, / Walked mih a Zombie (1943). 
With Its hokey title and perfunctory plot 
involving a Caribbean planter, his cursed 
mfe and her pretty nurse, on paper 
the film was no more than meat to the 
Saturday fright-night grinder, but Tourneur 
a^in wove his dark magic, teasing out a 
sweaty, mangrove swamp chill from the 
unpromising source material. Chiaroscuro. 
boHi visual and metaphysical. Is once more 
key to the film’s appeal end the director’s 
startling style loaves his strange, half-real 
imagery lingering long In the memory. With 


their follow-up, the derivative but m less 
visually striking The Leopard Man (1943). 
Toumour and Lewton had put together 
three pictures In a couple of years that 
forged a bold, less-l$-more ethos that 
influenced cinematic shockers up to and 
ittcluding Jaws, ASen and Shutter Island. 

Sadly, the cigar-chomping RKO brass 
broke up the team the year 77ie Leopard 
Man made a critical and commercial hat- 
trick for the studio, aiming to double their 
money with both men helming pictures 
simultaneously. Lewton enjoyed some 
success with Karloff/Lugosi creep- outs ike 
The Body Snatcher (1945) and Tourneur 
brought his dark style to westerns and 
straight-up noirs. Though neither ever 
again captured the power of their earlier 
works together, they ushered In a cinematic 
era In which manufacturing fear became 
anart.PAUlFAIItCLOUGH 
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ovedst Stephen King has longsupported 

I student and up-and-cotningfilnsnakera 
through his ‘Dollar Babies' scheme, 
granting non-contitierclBl rights to Ns 
short stories for about the price of a can of Coke. 
With Bang's permission, filmmaker Gerard Lough 
has faithfully adapted TPieSocigoymanintoa short 
psychological horror In the vein of The Shining ani 
hbnhunrer. set bi hie native Ireland. 


LWUes 

Lough 

Pm based in Iraiand. I lived in London for two years 
trying to break into the film Industry and It dkin'l 
Quite happen. I think this is my seventh short film 
and I’ve also done about eight music videos. 


LWlies 

What's your pitch? 

Lough 


the death of Ns three cNkfren, who all died from 
natural causes. By the end of the film. It's very 
amUguous and you really have to make up your 
own mind as a viewer - does this creature actually 


exist, or is he just a deeply troubled Individual and 
Is H all in his head? This film, and certainly King's 
short story, is really about parental neglect. It’s also 
about gult and the past catching up with you. The 
wicked creature in the closet is just a metaphor for 
the guib. Thar's pretty complex and dark stuff - 
I don't tNrdi you'd see that In Sair. 

LWUes 

What kind of experience do you have? 

Lou^ 

Where I live, in terms of making day-to-day 
money, people like mysolf make proleselonal 
weddng vldooe. I know other directors break 
Into commercials or advertising... In other parte 
of Ihs country you'll do thinga like weddings and 
conferences to make money. 


LWUes 

What wiB make your film stand out? 

Lough 

It's 27 minutes long and for a short film, iTs very 
ambitious, b's got very elaborate make-up, special 
effects. CGI effects and Itwasshot In locat Iona from 
one endof Ireland to the next. Wo aimed very high 
because I have a great dislike for the current crop 
of horror movlos. which arc just blood and gore and 
are quite sadistic and, frankly, misogynistic, while 
INb film Is a lot more sophisticated. 


LWUes 

Where are you inti 

Lou^ 


I finished. It has been screened and there's 
a trader online that has been watched almost 
6.000 times since July. For s low-budget short 


LWUes 

Tell us about tho highs. 

Lough 

The best success is that the end result looks 
actually as I imagined - the film is exactly the type 
of film that I wanted to make. It cost about 6Z000 

tricks and I had a really talented team. My visual 
effects supervisor worked on The Dark Knighiani 
my make-up erilst worked on The Tutiora. plus we 
have great actors and a great composer. 


LWUes 

Lough 

The Irish Film Board declined to be involved. 
Basicaily they demanded to have the rights to the 
fibn and wouldn't cough up any cash, so the fikn 
was made independently with my own money. 

LWUes 

What advice would you pass on to new filmmakers? 


Lough 


I INnk IndepondencD la a great thing, certainly 
if you're financing the film yourself. You can 
make it on your own terms and put your own stamp 
on H. Also, remember that James Cameron and 
Peter Jackson made short films first. They etdn't 
just roll out of bed and make a feature - they aH 


CHECK OUTTHE TRAILER FOR 
BQOGEYMANONYOOTOBENOW. 



www.opencinema.net 


Get involved at: 


for homeless people since 2005. 



300 films are cast and crewed 
each week using Shooting People 


Celebrating 
the best new 
films by our 
35k+ members 


an opportunity to view new fibn 
created by the rising stars of 
tomoirow, as hand-picked by 
the leadng taients of today.” 

— Aestheflca Magazine 


Highest voted films will receive 
a personai review by judges. 
Previous inciude Werner Herzog, 
Saiiy Potter, Larry Charles, 
Christine Vachon, Michaei Nyman 


^ liaotina People Shootingpeople.orv/watch 
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COWBOYS 
AND ALIENS 


DU(£Cra> BY Jon l^vrcau ETA July 201 1 

Filming has now wrapped on 



BILL AND TED 3 IBANSFORMERS 3 


OIRECTED BY TUC ETA Probably Never 

Ejccellenil Keanu Keeves recently 
J said he would be willii^, if not 
necessarily keen, to take the role ot'Ted 'Tbcodoie' 
Lo^ in a third instalment of the late '80s/early 
’90s slacker lime travel comedy seriea. Rumour has 
it Aka Winter is available. 

FOR COLORED 
GIRLS 


DIRECTED BY Michael Bay ETA Summer 201 1 
f ^ Tile notoriously combustible Bay 

^ J has seen disaster after disasur 

unfold on the set of the third '/ramJiirnKrt movie. 


effectively shutting down the city centre for a 
month. Shia Labeouf recently admitted that they 






SUPERS 

DIRECTED BY JJ Abrams ETA Summer 201 1 

The ii'sr creator’s I'ollow-up to Star 
Tmk sees him team up with Steven 
Spielberg for a mystery project that is rumoured to 
be an homage to the legoidary director’s 1980s-erB 
sci-fi movies. Kyle Chandler (oflVs J-'ridqy Xig/s 
Lights) and File Fanning are the leads. 

GRAVITY 

DIRECTED BYAIfonsoCuaron ETA 2012 

Fresh from her marquee cum as 
the lead in Black Saan, Natalie 
Portman has tied down the lead role in Alfonso 
Cuaron’s existential sci-fi pic, Portman will play an 
astronaut stranded in deep space alter ho husband 
and fellow astronaut Robert Downey Jr dies. 


DIRECTED BY T'ylvr Perry ETA January 201 1 
f Best known for directing vveepy 

V J melodramas, 'lyier Ikir)‘ has taken 

a Ng risk with this adaptation of an iconic I97S 
feminist play by Nutzake Shangc. Will it end up as 
Oscar bait, or simply anger the many fans of the film's 
source material? Early US tevkws suggest the latter. 

THE DARK 
TOWER 

DIRECTED BY Ron Howard ETA 2012 
f \ Stephen King's epic faniasy/sci-fi/ 

^ -J western series will get i Lard a/ the 

R/nfr-stylc treatment from director Ron Howard 
- a trilogy of movies accompanied by a network 
'fV series which together will encompass all 


UNTITLED 

FREDDIE 

MERCURY 

BIOPIC 


DIRECTED BYT I 


er Mori 
e Queer 




Quee, 


with 


his latest project. It’s a retelting of the legendary 

than Sacha Baron Cohen playing the band’s 
flamboyant frontman, presumably in a bid to 
crossover from comedy stalwart to serious leading 
man. Mercury's early years in 1960s England 
should offer rich period pickings. Fingers crossed 
it’s not an adaptation of IHirifRucAlbn. 



THE KING’S 
SPEECH 

DIRECTED BY'lbm Hooper EIA January 2011 

r taking home the audience 
id ai iheToronio Fim fenvd, 
ihs Bni flick uss pegged as next year’s Chta-uxs of 
Fin. Colin Hinh is on icip awards season rorro as King 
George VI, uidiGenBrey Rush as his speech ihaapisi 
andiidena Bonham Carier as the Queen Mum. 'The 
uaJerbringsapairioiielump u> (he ihroiB. 


THE CABIN IN 
THE WOODS 

ilRECTED BY Drew Goddard EIA January 201 1 

Bi^ impresario JossWhedon penned 
(his 3D horror movie, which is 
amsrdv shrouded in mystery buc promises lo subrert 
btFru^ihe 13^ slasher tbrmula. Likeno one’s done 
Jenldns and Bradley MPhitlbrd 


RESTLESS 

IIRECTED BY Cius Van Sam riA Spring 201 1 

Myslcriously absent thrm the auiunsi 
movie iestivalt, Gus Van SamY 
(cUs the story oT a tominally iii teen {Mia 
uho communes with the ghost of a 
(Ryo Kase). Early word says 
auteur has firmly returned to arthouse arrritory 


THE EAGLE 


SHERLOCK 
HOLMES 2 

DIRECTED BY Guy Ritchie EIA December 201 1 

[ S Some intereslis^ casting for 
Guy Ritchie's quiclae sequel to 
the surprisingly entertaining reboot erf* the famous 
detecdse. Mad Men tans will be o^rjoyed to hear that 
Jared Harris (Lanel’ryce in the TV series, and son of 
Richard) is playing Moriarty, with none other than 
Stephen Fry as Holmes’ brother Mycrofi. 


THEN WE CAME 
TO THE END 


DIRECTED BY Lynn Shelton ETA Summer 2011 
1 adaptation of Joshua Fei 


reportedly pushing ahead with it basing cherry* 
picked Humpday director Lynn Shelion for the 
director’s chair. No word yet on how theyll 
tackle the book's unique first person plural 


WORLD WAR Z 

DIRECTED BY Marc Horsier ETA 2012 

Yns of Max Bnroks’ invendve 
eopolitical zombie novel might be 

-produedon. Bead Pitt wiU produce 
ppear in the film. AX^'ie betdi^ the 


TRUE GRIT 

DIRECIED BY |nd Coen, Hihan Coen EIAJmuay 201 1 
'Ihe long-awaited trailer for ihe 
Coens’ sireighi-faoed remake of 
ihc vaguely campy 1969 JohnW'ayne pic premiered in 
Squember, and it looks like the brothers arc firmly 
back in No Counay for Cld Aleii terriiofy. Awards 
^ory awaits. JdT Bridges and Matt Damon star. 


EMILY THE 
STRANGE 

DIRECTED BY TBC ETA 2012 

Hreah from landing the lead 
VflMIMlP role in Marun Scorsese’s Hugo 
Cobrei, Chine Morciz will now reponedly play 
the iconic graphic novel characiet-nirncd-skaie 
brand in a movie adaptation of the Dark Horse 
comics. 'The film iucif looks like a mix of live 
acdon and animation. 
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HEREAFTER 


TINKER, TAILOR, 
SOLDIER, SPY 

DDIECTHI BV Ibmas AUredson ETA Auiunin 201 1 


127 HOURS 


wowed film fesoval 
audiences o\er ibe auiumn. and ihe trailer gives a good 
idea whjtTTie scene where dimber An>n Ralston 
Franco) finally cuts his arm off with a penimitc after 
127 hours stuck beneath a rock has reportedly caused 
moviegoas to faint with shock. 

SUPERMAN: 

MAN OF STEEL 

DIRECTED BVZackSnyder ETA 2013 

we went to press, rumours were Dying 
to who Christopher Nolan is lining up 
to direct the long-mooted reboot of the Man of Steel 
that he's producing. Names in the frame included 
Darren Aronofsky and Moon director Duncan Jones, 
but it's 'visionary' filmmaker /Cack Snyder who's been 
handed the tough task of making the big boy scout 
relevant again. 
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